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ABSTRACT
Gendered Subjectivity and Resistance:
Brazilian Women’s Performance-for-Camera, 1973–1982
by
Gillian Sneed
Advisor: Anna Indych-López
This dissertation considers the work of a group of women artists in Brazil during the period of
the military dictatorship (1964–1985), working in the genre of “performance-for-camera” (i.e.,
performance for film and video, rather than for a live audience). The artists are Lygia Pape
(1927–2004), Letícia Parente (1930–1991), Anna Bella Geiger (b. 1933), Sonia Andrade
(b. 1935), Anna Maria Maiolino (b. 1942), and Regina Vater (b. 1943). Some of these women
were friends and colleagues who collaborated with each other; all of them contributed
significantly to the development of film and video art in Brazil. Their works share an impulse to
use their own bodies to enact a range of repetitive gestures, actions, tasks, and activities. While
these works have been interpreted through the lens of media theory as ciphers of resistance to the
repressive military regime, scholars have not yet tackled the issue of gender and the implications
of these performances for a broader understanding of feminism in Brazil during this period.
This dissertation examines these works through a feminist lens, even though most of these artists
did not identify as feminists. A secondary aim of this project is thus to address the difficult
question of what feminism meant to women artists working in Brazil during the dictatorship.
I argue that these artists worked with and against the patriarchal foundations of the authoritarian
regime of the Brazilian dictatorship. They used their gender to resist the dictatorship, as well as
the paternalism of U.S. socio-economic interventionism in Brazil, but in ways that both exploited
and subverted stereotypical femininity by harnessing bodily and affective excess, gendered
masquerade, and explorations of private and public space. The use of video and film allowed
these works to circulate in ways that afforded some protection at a time when openly voicing
dissent was dangerous. This study thus provides one of the first feminist analyses of Brazilian
video, film, and performance art. It also provides an analysis of strategies used by women artists
under conditions of (national) political repression and (international) foreign influence.
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INTRODUCTION
A black-and-white video depicts a woman, taped from behind by an unsteady hand-held
camera, as she climbs three sets of stairways. It opens with a shot of her wearing clunky, heeled
sandals, her feet poised on a tiled landing at the foot of a stairwell in what appears to be a modest
residential building. She then begins a labored ascent, the camera training its gaze on her feet and
calves as it trails her. The stairwell is dark and only lit by a few rectangular windows, as she
walks purposefully, almost mechanically, up the stairs. At times, the cameraman lags behind, and
we see glimpses of the backside of her figure, clothed in a dark blouse and an A-line skirt. This
sequence of incessant climbing includes several in-camera edits as she rounds the staircase
corners, and continues for several minutes before repeating again.1 (Fig. 0.1)
After a cut, we see another set of stairs: this time it is a steep crumbling outdoor staircase,
running up a hillside and littered with debris.2 The camera follows the woman from a low angle
in one continuous shot as she laboriously climbs upward. We see her largely from the waist
down, the cameraman positioned below her. Dogs bark in the background and an unseen boy
whistles at her as she struggles to mount the stairs. Sometimes the camera gets closer, and
sometimes it lags further behind. Throughout, the focus is on her plodding feet. When she
reaches the top, the video cuts again to a final sequence located at a third staircase: an imposing
stairway to an enormous Neoclassical building. The shot opens with the immense expanse of the
steps. This time, the cameraman does not follow the woman from behind, but shoots her from
several fixed vantage points at the bottom. She repeats her ascent up these steps from different

1

All the edits were in-camera. Anna Bella Geiger, interview with the author, July 14, 2016, Rio de Janeiro.
The steps were intended to represent Geiger’s childhood memories of “the world of marginality, of poverty.”
Annateresa Fabris and Mariarosaria Fabris, “Passagens Cariocas,” in Anna Bella Geiger: territórios, passagens,
situações, ed. Adolfo Montejo Navas, exh. cat. (Rio de Janeiro: Casa da Palavra, 2007), 251.
2

1

angles, appearing to crisscross the steps diagonally over and over, before the image cuts to black.
Passagens I (Passages I), by the Rio de Janeiro-born artist Anna Bella Geiger (b. 1933),
is one of the first video artworks ever made in Brazil.3 Geiger shot it across three sites in the city
in the autumn of 1974: a building that was slated for demolition near the Jardim Botânico; a
crumbling flight of outdoor stairs located on the Rua Santo Amaro (in the middle-class Glória
neighborhood); and the Ministry of Education’s Benjamin Constant Institute, located on Rio’s
grand thoroughfare, Avenida Pasteur. 4 Despite its calm simplicity, the artist has claimed that in
Passagens I, “the political situation began to enter into my work.”5 Geiger made it at the height
of the Brazilian military dictatorship (1964–85), a period characterized by state-sponsored
censorship, torture, and disappearances, which the work addresses in an indirect manner to avoid
censorship or punishment. Art historians and critics have generally interpreted Geiger’s
monotonous—almost Sisyphean—ascent in terms of metaphor: for the feeling of political futility
experienced under the dictatorship, as well as a climb up the social ladder from marginalization
to the seat of power.6 The evacuated public space she enters at the end evokes a sense of a public
sphere devoid of free speech or political discourse.
However, there is another aspect of this work that has remained under-examined: its
implications in terms of gender. For instance, as the artist decisively approaches the large
building—symbolic of the center of power—she also progresses from domestic space (a staircase
in an apartment building) to public space (a public institution), evoking feminist discourse
around women’s roles in the private and public spheres. Costuming herself in the conventional
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Passagens I credits – video and performance: Anna Bella Geiger; camera: Jom Tob Azulay.
Built in 1854, the Instituto Benjamin Constant (IBC), is a part of Brazil’s Ministry of Education. Fabris and
Fabris, “Passagens Cariocas,” 251.
5
Anna Bella Geiger, “All Creative Being: Interview with Anna Bella Geiger,” interview by Sarah Poppel, Artl@s
Bulletin 3, no. 2 (2015): 105.
6
See for instance, Annateresa and Mariarosaria Fabris, “Passagens Cariocas,” 251.
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signs of “femininity” (a skirt and heels), she also appears to purposefully infiltrate these spaces
as a woman. The visual effect of the cameraman following her from behind is also strongly
gendered, suggesting the narrative of a sexual predator stalking a female victim. This, coupled
with the boy whistling at her, is a reminder of the persistent threats that women encounter in
public space. The artist has even claimed that the repetitive and incessant labor of climbing also
alludes to the “tedious repetitive labor of (women’s) everyday chores and movements.”7 While
Geiger does not identify her practice as “feminist,” and dismisses the idea that a “feminist”
consciousness existed among Brazilian women artists at the time, I contend that Passagens I
does confront women’s roles and gendered identities in Brazilian society.8 As such, it requires
and benefits from an interpretation informed by feminist methods and approaches.
Until recently, there have been few substantial feminist histories of Latin American
women’s art in the postwar period. No scholarship has specifically examined the gendered
politics of Latin American women’s performances-for-camera, a distinct genre in which the artist
creates performance art explicitly for film and video rather than for a live audience.9 This
dissertation remedies these gaps by focusing on Brazilian women artists who developed
performance-for-camera in the 1970s and early 80s. All loosely part of the same generation as
Geiger (they were born between 1927 and 1943), these artists include Lygia Pape (b. 1927, Nova
Friburgo; d. 2004, Rio de Janeiro), Letícia Parente (b. Salvador, 1930; d. Rio de Janeiro, 1991);
Sonia Andrade (b. 1935, Rio de Janeiro); Anna Maria Maiolino (b. Scalea, Italy, 1942); and
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“Anna Bella Geiger: Passagens n.1,” Re.Act.Feminism, accessed February 1, 2019.
http://www.reactfeminism.org/entry.php?l=lb&id=268&e=a.
8
Anna Bella Geiger, Skype interview with the author, New York, NY, December 9, 2012.
9
“Performance-for-camera” is not a term Brazilian artists would have used in the 1970s and 80s, but rather a
term that has emerged in art history discourses in the last twenty years. Terms used at the time may have included
“ação” (action), “proposição” (proposition), “performance,” “filme” (film), or “V.T.” (video-tape). Recently, curator
Christine Mello has used the term “videoperformance.” See Mello, “Corpo e video em tempo real,” in Crítica de
Arte no Brasil: Temáticas Contemporâneas, ed. Glória Ferreira (Rio de Janeiro: Funarte, 2006), 458–62.
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Regina Vater (b. Rio de Janeiro, 1943). Some of these women were friends and colleagues who
collaborated with each other and some were not. While all were either born in Rio, or based in
Rio (and referred to as Carioca in Brazil) during the formative periods of the careers, some of
them also spent time in São Paulo, New York, Paris, and other parts of Latin America. All of
them made works in a range of media (painting, drawing, printmaking, sculpture, and
installation), but became interested in developing a conceptual approach to experimentation with
new media in the 1970s. All of them also contributed to the development of performance-forcamera in Brazil. The works analyzed in this dissertation were made in three distinct phases:
1973–75 (at the apex of the harshest years of the dictatorship), 1977 (during the relaxation of the
dictatorship’s harsh policies, known as the distensão), and 1981–82 (during the dictatorship’s
final phase, the shift toward re-democratization known as the abertura).
What these works share in common is these artists’ impulse to perform directly for the
camera, rather than for a live audience, using their own bodies, enacting a range of repetitive
gestures, actions, and tasks. While media historians have analyzed these works almost
exclusively through the lens of media theory as ciphers of resistance to Brazil’s repressive
military regime, little scholarship has examined the gendered subjectivity and embodiment at
play, and the implications these may provide for a broader feminist reading.10 This is partly
because feminism was until recently widely dismissed across many sectors of Brazilian society.
For instance, writing on Brazilian women media artists during this period, including the artists in
this study, art historian Simone Osthoff has observed that they “did not explore women’s issues
as a project, nor were they interested in feminist issues per se,” and that “[t]here is no approach
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See for instance, Arlindo Machado, “As Linhas de força do video brasileiro,” in Made in Brasil: três décadas
do vídeo brasileiro, ed. Machado (São Paulo: Itaú Cultural, 2003): 15–50; Christine Mello, Extremidades do vídeo
(São Paulo, SP : Editora SENAC São Paulo, 2008); and Guilherme Bueno, “1960–1980: From Resistance to the
Dictatorship to the Return to Democracy,” in Art in Brazil 1950–2011, exh. cat. (Antwerp: Ludion, 2011), 75–92.
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or feminist theory connecting [their] works.”11 Curator Paulo Herkenhoff has also observed that
many Brazilian art historians and critics think that a discussion of feminism “is inappropriate in
the context of Brazilian art.”12
The reasons for these disavowals are rooted in the broader histories of feminism in Latin
America and Brazil. Though there have been women’s movements throughout Latin America
since the turn of the twentieth century, until recently, the term “feminism” was highly
contentious across the region, and particularly in Brazil. After a “first wave” struggle for
improved educational access and suffrage in Latin America in the late nineteenth and early
twentieth centuries, a “second wave” emerged in the 1970s in response to oppression and
economic instability under the many Latin American authoritarian regimes during the period.13
Following the rise of the Brazilian dictatorship in 1964, and during its most repressive years
(1968–74), the Brazilian women’s movement materialized from two branches of the antiauthoritarian resistance movements: a broad umbrella of Marxist and Leftist political
organizations and dissident groups and the progressive sectors the Catholic Church, which
formed an unexpected coalition in opposition to the regime.14 Unlike its U.S. and European
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“Não há nenhuma abordagem ou teoria feminista conectando os trabalhos das artistas midiáticas aqui
abordadas.” Simone Osthoff, “De musas a autoras: mulheres, arte e tecnologia no Brasil,” Ars 7, no. 15 (2010): 75.
All translations by the author, unless otherwise noted.
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Here Herkenhoff is speaking of a general anti-feminist bias in the Brazilian art world at large, not about his
own views. Paulo Herkenhoff, “On Women and Radical Maneuvers,” in Manobras Radicais: Artista Brasileiras,
1886–2005, eds. Paulo Herkenhoff and Heloísa Buarque de Hollanda, exh. cat. (São Paulo: Centro Cultural Banco
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Studies: Rough Notes from a Very Local Perspective,” Journal of Latin American Cultural Studies 11, no. 3
(December 2002): 321–31.
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See Francesca Miller, “Latin American Feminism and the Transnational Arena,” in Women, Culture, and
Politics in Latin America: Seminar on Feminism and Culture in Latin America, eds. Emilie L.
Bergmann, et al. (Berkeley: University of California Press, 1990), 10–26; and Cynthia Sarti, “The Panorama of
Brazilian Feminism,” New Left Review, 173 (1989): 75-90.
14
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counterparts, Latin American second wave feminism was less concerned with individual
emancipation than with broader social issues including underdevelopment, imperialism, and
authoritarianism, and women activists focused on improving rudimentary social conditions for
their families and communities.15
During this period, many Brazilian women rejected the term “feminism” because they
associated it with the U.S. and viewed it as a tool of “Yankee imperialism.”16 All sectors of
society—the Right, the Left, and the mass media—stereotyped feminists as privileged petites
bourgeoisies, frustrated man-haters, or lesbians (in turn revealing the pervasive homophobia of
this era).17 The dictatorship deemed self-identified feminists as subversives, and members of the
working classes and the Left suspected feminism was a bourgeois attempt to weaken the labor
movement.18 Meanwhile, organizations of the radical Left in the struggle against widespread
Latin American dictatorships provided a space for educated middle-class women to engage in an
emergent feminist consciousness-raising as a part of a larger movement for class equality and
democracy, even though Leftist guerilla groups tended to be male-dominant, hierarchical, and
overwhelmingly sexist.
Eventually, these women began to reject the idea that gender struggle had to be
subordinated to class or democratic struggle.19 By the mid-1970s, Left-wing, middle-class

15
In the 1960s and 70s, working-class Brazilian women became involved in what they termed “the Feminine
Movement,” which formed grassroots networks in response to dwindling resources in their communities. These poor
and working-class women organized themselves, with the help of poverty outreach groups from the Catholic
Church, to protest the cost of living and to fight for improved conditions for their families, such as better healthcare,
schools, and daycares. Sonia E. Alvarez, “Women’s Movements and Gender Politics in the Brazilian Transition,” in
The Women's Movement in Latin America: Feminism and the Transition to Democracy, ed. Jane S. Jaquette
(Boston: Unwin Hyman, 1989), 62; Nancy Saporta Sternbach, Marysa Navarro-Arranguren, Patricia Chuchryk, and
Sonia Alvarez, “Feminisms in Latin America: From Bogotá to San Bernardo,” Signs 17, no. 2 (1992): 402.
16
Alvarez, “Women’s Movements and Gender Politics in the Brazilian Transition,” 21, 62; and Sternbach et al.,
“Feminisms in Latin America,” 394.
17
Trizoli, “Crítica de Arte e Feminismo no Brasil dos Anos 60 e 70,” 473; Josephine Fisher, Out of the
Shadows: Women, Resistance, and Politics in South America (London: Latin American Bureau, 1993), 204.
18
Fisher, Out of the Shadows, 204.
19
Alvarez, “Women’s Movements and Gender Politics in the Brazilian Transition,” 61.
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feminists and working-class women joined forces in the fight against dictatorship.20 In 1979, the
government granted amnesty to exiled dissidents, allowing them to return to Brazil. This
provided yet more space for feminist mobilization, because returning exiles brought with them
U.S. and European feminist politics and theories, which were received with less resistance than
before in the 1960s and early 70s.21 These feminists encouraged the women’s movement to be
autonomous from the overarching Leftist umbrella groups in which they were previously
subsumed, finally permitting a broader feminist mobilization in Brazil in the 1980s.22
However, while Brazil underwent what political scientist Sonia Alvarez describes as “the
largest, most varied, most radical, and most successful women’s movement in contemporary
Latin America,” the Brazilian art world of the 1970s and 80s still did not fully embrace
feminism.23 As Simone Osthoff has pointed out, “issues of gender have never been high on the
[Brazilian] artistic-political agenda.”24 While Brazilian women artists’ own resistance to feminist
readings of their work reflects this persistent cultural taboo, it also stems from legitimate
critiques and regional differences. Some Brazilian women have pointed out that while in the
U.S., women artists were sidelined in macho modernist art movements like Abstract-Expression,
in Brazil, many twentieth-century women artists thrived and rose to great prominence.25 Many
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Sarti, “The Panorama of Brazilian Feminism,” 75. The United Nations designated 1975 the International
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Movements and Gender Politics in the Brazilian Transition,” 25, 40.
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Radical Women: Latin American Art, 1960–1985, exh. cat. (New York: DelMonico Books/Prestel, 2017), 21–22.
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25
Some examples include Tarsila do Amaral (1886–1973), Lygia Clark (1920–88), Anita Malfatti (1889–1964),
Maria Martins (1894–1973), and Mira Schendel (1919–1988). This fact problematizes Linda Nochlin’s famous
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Brazilian women artists also equated feminism with U.S. imperialism and thus rejected it.
Furthermore, they did not want their work pigeonholed as solely “women’s art” or as
“feminine.”26 In keeping with this trend, most of the artists in this study (all of them white,
educated, middle- or upper-class women), have completely repudiated the “feminist” label,
despite their clear interest in women’s issues in their work.27 For instance, Sonia Andrade has
refuted the alignments of her practice with U.S. feminist art, claiming she was never
discriminated against as an artist or as a woman.28 Anna Bella Geiger explains that “there was
not a space for that kind of [feminism] that was happening in the States . . . . We were struggling
against the dictatorship. What can you say about feminist art in Brazil? There isn’t such a
thing.”29 It was not until the late 1980s and early 90s that Brazilian artists and critics began to
more explicitly confront feminism(s) and adopt a feminist label.30 Furthermore, while Brazilian
feminism of the 1970s struggled to adequately address race and class (as did U.S. second-wave
feminism), Brazilian feminist art since the 1990s has been increasingly attentive to
intersectionality, as well as queer and non-binary gender identities.

question, “Why Have There Been No Great Women Artists,” which, in Brazil was less urgent than in the U.S. and
Europe. See Linda Nochlin, “Why Have There Been No Great Women Artists?” Artnews (January 1971): 22– 39.
26
Osthoff, “De musas a autoras,” 77.
27
Self-proclaimed “non-feminists” in this study include Andrade, Geiger, Maiolino, and Pape, while Vater and
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28
Elena Shtromberg, “Conceptual Encounters: Art and Information in Brazil (1968–1978)” (Ph.D. diss., UCLA,
2008), 149.
29
Anna Bella Geiger, Skype interview with the author, New York, NY, December 9, 2012.
30
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Kulturbesitz, Berlin, November 20–24, 1991, which she later published. In the late 1990s, artists, critics, and
scholars organized a series of feminist debates about Brazilian art history at the Museu da República in Rio de
Janeiro. Osthoff, “De Musas a Autoras,” 78, fn. 12. Roberta Barros has pointed out that in the scholarly field of
literary studies in Brazil, there was less resistance to feminist theories. Barros, Elogio ao toque: ou como falar de
arte feminista à brasileira (Rio de Janeiro: Relacionarte Marketing e Produções Culturais, 2016), 14. Feminist
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on my dissertation at the “WOMANART” Seminar of the Grupo de Investigação em Género, Artes e Estudos PósColoniais at the Universidade do Minho, Braga, January 2019.
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The hesitance among many Brazilian women artists of the 1970s and early 80s to fully
embrace an explicitly feminist position was understandable given the repressive conditions of the
regime, but it also meant that that Brazilian art of the period dealing with women’s issues and
traditionally feminist themes was less militant than its feminist counterparts in the U.S. and
Europe. The performances-for-camera discussed in this dissertation demonstrate many of the
broad tropes of international feminist art of the 1970s—including women depicting themselves,
seizing the means of production, treating the female body as a contested site, and mobilizing
stereotypes and clichés of femininity—and, from this perspective, appear unquestionably
feminist.31 But, when compared with U.S. and European feminist performances-for-camera of
the same period, a stark gap between the Brazilian women’s sensibilities and those of the U.S.
and Europe emerge.32 While U.S. and European women artists were prepared to be ugly, angry,
outspoken, and naked, on the whole, Brazilian women’s performance-for-camera is less direct.
This reflects what contemporary Brazilian artist Roberta Barros describes as the tamer,
“concealed, [and] sweet” tone of Brazilian feminism in the 1970s.33 Part of that gap was
political, the inability to be outspoken in the face of an oppressive military dictatorship, and the
fact that the women’s struggle was subsumed into a unified resistance to the dictatorship and
imperialism. But it was also cultural: in many cases, Brazilian women artists of the 1970s and
early 80s still wanted to embrace a socially-recognized idea of femininity. Despite these artists’
hesitance to identify as feminists and their differences in tone from European/U.S. art, Brazilian
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See Gabriele Schor, “The Feminist Avant-Garde: A Radical Revaluation of Values,” in The Feminist AvantGarde: Art of the 1970s, the Sammlung Verbund Collection, ed. Garbriele Schor, exh. cat. (New York: Prestel,
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women’s art is still part of an important history of artistic resistance to patriarchy. Their
messages are more subtle and complicated, and sometimes their works reveal an ambivalence
and/or complicity with the patriarchal power relations of the Brazilian Left. They also exhibit the
contradictions of Brazilian society writ large, especially in terms class and race inequality.
One of the central tasks of this dissertation is to challenge the idea that Brazilian women
did not have time to focus on resisting patriarchy because they were too busy fighting the
dictatorship. As French-Chilean cultural theorist Nelly Richard has pointed out, “to suppress or
to neutralize considerations of gender . . . is tantamount to playing directly into the hands of the
hegemonic male-dominated culture.”34 She and other critics have also argued that militarism and
authoritarianism directly correlate to patriarchy in the private sphere and that state-sponsored
repression is also an expression of patriarchy.35 This dissertation is predicated on these ideas, and
argues that both the Brazilian dictatorship and U.S. political complicity with the regime and
interventionism in Brazil were both founded on patriarchal social structures and power relations.
As such, I contend that the works of these artists posed a specifically gendered from of
resistance to the authoritarianism of the Brazilian dictatorship and to U.S. cultural and economic
imperialism in Brazil. This can be distinguished from their male colleagues’ modes of defiance
because women rooted their resistance in their gendered perspectives, experiences, and
subjectivities. The strategies these women artists employed to contest paternalistic power
structures in their daily lives as social and political subjects of the dictatorship included affective
excess (i.e., hysterical displays of gender and sexuality), exaggerated feminine masquerade, and
the use of public and private spaces as ciphers of women’s visibility and normative gender roles.
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I suggest that by defying normative gender categories and codes of “appropriate” female
behavior in their performances, even those artists who did not identify as feminists resisted
patriarchal power relations of domination, not necessarily to remove, but to disrupt or destabilize
them. In its consideration of women’s performance-for camera as a means of resisting patriarchal
dictatorial mindsets, this dissertation is the first extensive feminist analysis of Brazilian
performance-for-camera.36
I argue that the artists in this study turned to performance-for-camera rather than live
performance because it offered unique qualities—including increased privacy, altered
temporality, and virtual embodiment—that enabled them to articulate their disobedience at a
time when openly voicing dissent was dangerous. They largely avoided censorship and
punishment by cloaking their dissent in the ambiguous language of performance, which was less
legible to the authorities than overt political speech.37 Moreover, the regime did not follow
experimental media like film and video as closely as pop music or other forms of mainstream
entertainment. Performance-for-camera thus helped these artists to express the anxieties they felt
living under the threat of constant surveillance by the state. And through their engagement with
film and video technologies, such works could allude to the mass media (specifically, cinema
and television), enabling a more trenchant critique of the regime’s censorship of national
television and cinema and their modes of representation.38
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This dissertation engages the interrelated histories of U.S. socio-political interventions in
Brazil, the Brazilian dictatorship (1964–85), and Brazilian performance, film and video, and
performance-for-camera. U.S. involvement in Brazil took the form of ideological, economic, and
political intervention throughout the twentieth century. During World War II, the U.S. Franklin
Roosevelt administration (1933–45) adopted the “Good Neighbor Policy” toward Latin America,
which strengthened U.S.-Brazil relations during the Getúlio Vargas era (1930–45).39 In order to
promote U.S. economic influence in the region and to increase reciprocal trade agreements, the
policy led to the widespread infiltration in Latin American mass media by U.S. propaganda.40
U.S. government subsidies to Latin American newspapers and radio companies allowed the U.S.
to control media images of the States, with over 75% of the world news in Latin America
originating in Washington, D.C.41 After the war, Brazilian president Juscelino Kubitschek’s
administration (1956–61) undertook a policy of “National Developmentalism,” which
encouraged a pro-industries approach that was open to U.S. investment.
Later, during the early 1960s there was an upsurge in global Cold War rhetoric, and the
U.S. began to take a different tack toward Brazil. The administrations of John F. Kennedy
and radio). These terms are still commonly used today in art history discourses, but less so in the field of media
studies, where “media industries” is now the preferred terminology. I thank Dr. Edward Miller for this observation.
See also Jennifer Holt and Alisa Perren, eds., Media Industries: History, Theory, and Method (Malden, MA:
Blackwell publishing, 2009), 3–5. As an art history project, I use “mass media” in this dissertation to primarily
reference television and cinema, but also print media, but I do not suggest these forms were univocal by any means.
39
Vargas was interim president from 1930 to 1945, constitutional president from 1934 to 1937, and dictator
from 1937 to 1945. Her was overthrown in a 1945 coup, and returned to power as a democratically-elected president
in 1951. He died by suicide in 1954. Boris Fausto and Sergio Fausto, A Concise History of Brazil (Cambridge, UK:
Cambridge University Press, 2014), 193–230.
40
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(1961–63) and Lyndon B. Johnson (1963–69) did not trust the policies of Brazilian president
João Goulart, who planned to enact a series of leftist economic reforms during his tenure in the
early 1960s aimed at limiting Brazil’s economic dependence on the U.S.42 In turn, the U.S.
labeled Goulart a “Communist sympathizer.”43 As the Brazilian military plotted its overthrow of
Goulart’s government, it coordinated closely with U.S. officials, particularly the U.S.
ambassador to Brazil, Lincoln Gordon, who brokered plans for the coup between the Brazilian
general Castelo Branco and the Johnson administration in 1964.44 The coup took place on March
31 of that year with full, but secret, support from the U.S., which provided arms, training, and
support for the military plotters, and the assurance of the normalization of relations with the new
military government afterward. The U.S. continued to support the dictatorship during the
Richard Nixon administration (1969–74), even as it worsened under Brazilian president Emílio
Médici’s authoritarian regime (1969–74).45
The first Brazilian military president after the 1964 coup was General Humberto Castelo
Branco, a member of a group of conservative military intellectuals known as the Grupo
Sorbonne, who saw themselves as protecting the country against a perceived Communist threat.
Castelo Branco and the Grupo Sorbonne intended to return Brazil to democracy after instituting
reforms and neutralizing Brazilian Communists. However, when General Artur da Costa e Silva,
a member of the opposing faction of the linha dura (hardliners), came to power in 1967, he
proposed a longer period of dictatorship and an iron-fisted approach to law and order. He issued
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the draconian Institutional Act Number 5 (AI-5), a decree that dissolved Congress and state
legislatures, suspended the constitution, gave the president dictatorial powers, institutionalized
repression against dissidents, and imposed wide-ranging censorship (discussed below).
His successor, General Emílio Médici, who replaced him in 1969, executed the AI-5,
initiating the most repressive period of the dictatorship, known as the anos de chumbo (years of
lead, 1969–74). The regime imprisoned and tortured dissidents, and sponsored assassinations and
disappearances. Even so, Médici enjoyed popularity because his administration oversaw the socalled “Brazilian Miracle” (1968–73), the largest and fastest economic growth of any previous
Brazilian president. Following Médici, General Ernesto Geisel came to power in 1974 with
Médici's approval, though other hardliners opposed him. The substantial economic growth
during the “Miracle” slowed down as a result of the 1974 oil crisis. Geisel adopted a more
moderate position toward political repression than Médici, instituting the political programs of
distensão (relaxation, 1974–79), and abertura (opening, 1979–85)—the latter a policy continued
by Geisel’s successor João Figueiredo, who was elected in 1979—in an attempt to slowly redemocratize the country, despite many threats from the hardliners.46
As art historian Elena Shtromberg points out, while the dictatorship was authoritarian, it
“was neither united nor consistent” and was “riddled with myriad contradictions.”47 In its early
and less severe years (1964–68), government censorship was most prevalent in the print media
and television. The censors were highly bureaucratic, permitting an inconsistent approach to the
visual arts, which they largely overlooked, giving artists more creative freedom than other
cultural producers. Because contemporary visual art was less visible in mainstream culture and
public spaces (than say television or print media) and less legible to the wider public, it was
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initially “off the radar” of the censors. This contrasted with censorship of other art forms,
including music, literature, cinema, and theater, which were more closely surveilled and policed.
However, when Médici came power in 1969, he enforced the AI-5, which prompted
increased censorship. When the authorities shut down the Sixth Biennial of Young Artists at the
Museu de Arte Moderna do Rio de Janeiro (MAM-RJ) in 1969, which featured several overtly
subversive artworks, it had become clear that the regime was paying more attention to the visual
arts.48 It became illegal to publish anything that “offended morality and proper behavior,” such
as depictions of nudity or sex.49 The censors also prohibited any references in the media to
censorship itself.50 Print media editors often practiced self-censorship to avoid problems.
Additionally, the regime prohibited public protests, with the mandate that all public assemblies
required the permission of military commanders.51 The regime harassed, imprisoned, and forced
artists and dissidents into exile, while state authorities surveilled universities for “subversive
activities” through undercover operations. These measures only began to be relaxed in 1978,
with the rescindment of the AI-5, though the “National Security Laws” persisted in diluted form
until the dictatorship’s end in 1985.52
Performance-for-camera partially developed as a means for circumventing government
censorship, but performance and body art already had a long history in Brazil. Because of the
importance of Carnaval in in the country, Brazilian culture is often associated with
performativity as well as a certain eroticism. “Performance art” as a visual art form first appeared
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with Flávio de Carvalho’s (1899–73) Experiências (Experiences) series, which took place over
several decades from the 1930s to the 50s.53 These included the artist joining a Corpus Christi
procession in a sombrero (1931), ambulating the street in a short skirt and fishnet stockings
(1956, Fig. 0.2), and wearing the same gender-bending outfit on a live television program
(1957).54 Later, Brazilian artists Wesley Duke Lee (1931–2010) and Nelson Leirner (b. 1932)
enacted one of the first happenings in Brazil, titled O Grande Espetáculo das Artes (the Great
Spectacle of Arts, 1963) in the João Sebastião bar in São Paulo, in which they exhibited a series
of erotic engravings during a strip-tease show, which audiences had to use flashlights to see.55 In
another iconoclastic guerilla performance titled O Corpo é a Obra (The Body is the Work, 1970,
Fig. 0.3), Antonio Manuel (b. 1947) attended the opening of MAM-RJ’s “Modern Art Salon”
completely nude, as a challenge to censorship.
The greatest contributors to the development of body art in Brazil were the Carioca
Neoconcrete artists, Hélio Oiticica (1937–80), Lygia Clark (1920–88), and Lygia Pape (1927–
2004) who, over the course of the 1960s, had expanded their geometric abstraction of the late
1950s into sensorial experiences and participatory propositions rooted in the phenomenological
theories of French philosopher Maurice Merleau-Ponty.56 Both Oiticica and Clark developed
artistic strategies aimed at dematerializing the art object and engaging the spectator as an active
participant in their artworks. These include Oiticica’s Parangolés (1964–79, Fig. 0.4), cape-like
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layers of cloth that he intended participants to wear when dancing, and Clark’s Arquiteturas
efêmeras (Ephemeral Architectures, 1970–75) and Corpos coletivos (Collective Bodies, 1973–75)
series (Figs. 0.5–0.6), sensorial objects for participant experiences, which she produced with her
students at the Sorbonne in Paris.
Clark and Oiticica had a profound impact on the artists in this dissertation. While Pape was
the only artist in this study who was a member of the Neoconcrete group, the others, who were
younger, all knew the work of Clark and Oiticica.57 They have all claimed that both artists
influenced their explorations of “intersubjective embodiment” (the dialectic intertwining of the
embodied self with the other) and vivência (lived/embodied experience).58 Their interest in timebased media like film and video developed out of the experimentalism of Neoconcrete art, its focus
on the body, and its shift toward conceptual and dematerialized art practices.59 Visual artists
experimenting with Super-8, 16mm, and 35mm began creating artists’ films, as well as slide show
projections accompanied by sound (known in Brazil as “audio-visuals”). For instance, from the
mid-1960s to the 70s, Oiticica and Pape were both highly involved in the development of artists’
films in their close collaborations with Brazilian experimental filmmakers.60 Video art emerged in
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Brazil when video technology became available there in the 1970s. A few Brazilian artists
conducted limited experiments with video in the late 1960s and early 70s.61 But, it was not
accessible to most artists in Brazil due do its expensive cost. In 1974, several Carioca artists gained
access to a single shared camera and created new video works in response to an invitation to
participate in a global video art survey at the Institute of Contemporary Art, Philadelphia (ICA).62
It was experiments in these two media—film and video—that led to the unique genre of
“performance-for-camera,” a form of performance art in which artists enact actions, gestures,
choreographies, and/or spectacles specifically for the delimited frame of the camera, rather than
for live audiences. As in the U.S. and Europe, the genre developed in Brazil in the 1960s and 70s
from a desire among artists to document their conceptual actions, performances, and
happenings.63 It can encompass photography, film, or video, each one with distinct ontological
and visual characteristics. Though this study briefly addresses photographic performances, it
primarily focuses on performances for the moving image. In contrast to photography, which
captures either a posed moment or a sequence of stills, film and video record motion and time,
enabling artists to convey the temporality of a performer’s original actions or gestures.
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The works in this dissertation all involve an artist performing with their own body
directly for the camera, creating gestures or acts that they record by themselves, or that a
cameraperson records.64 In some cases these artists edited and montaged performances-forcamera, intervening in the temporality of a live performance; in many cases, however, they were
edited “in-camera,” or they remained unedited altogether, transmitting a performance’s “real
time.”65 Curator (and former video artist) Fernando Cocchiarale contends that unlike live
performance, performance-for-camera creates a sense of a distancing from the natural unfolding
of chronological time, and as such, is more abstract and conceptual than narrative or
experimental cinema.66 Similarly, most of the performances-for-camera this study analyzes are
non-narrative, even while a few of them evoke an abstract, but non-linear plot. Some of them are
shot from a static camera position, though at other times the camera zooms in or out, or moves
around the subject, which has the effect of emphasizing bodily fragmentation or temporal
distortion. Lastly, some artists displayed their works on a monitor, while others projected them
on a screen or in an installation. All of them demonstrate curator Christine Mello’s observation
that performance-for-camera emphasizes “its own process of elaboration” as a constitutive
form.67
Performance-for-camera was a particularly appealing genre to feminist artists. Some
women saw the relatively new media of performance and video as open territory compared to
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traditionally male-dominated media like painting, and felt more free using them.68 They also
exploited performance-for-camera for its obvious links to television and cinema in order to
critique women’s representations in the mass media and popular culture.69 The genre was apt for
inventing a new language and for exploring subjective perspectives and the artist’s body.70 As
feminist art historian Whitney Chadwick has pointed out, “seeking to celebrate the body’s
rhythms and pains,” women artists of the 1970s used video and performance to “build new
narratives of female experience, and explore relationships between the body as the performing
agent and the subject of the activity . . . .”71 Mello explains that in performance-for-camera, the
body not only functions as object and agent, but also as emitter and receptor, and because of this
it is “loaded with subjectivity.”72 It is also as an ideal genre for capturing “testimony,” which
feminist theorist Ann Cvetkovich has suggested often comes about in reaction to trauma, which
in turn provokes new kinds of expression that disrupt conventional forms of documentation and
representation.73 I argue that in response to the traumas experienced during the repressive
conditions of the dictatorship, Brazilian women artists helped innovate performance-for-camera
as a means of giving testimony.
Mello also points out that Brazilian experimental artists often turned to performance-forcamera because during the dictatorship, live performance in public spaces would have been
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criminalized; realizing performances in private space provided them with protection.74 The
metaphoric visual language of performance was not necessarily legible to censors, and such
works often circulated in experimental or foreign art circuits that the regime surveilled less
intensively. For the most part, performance-for-camera did not attain much visibility for
mainstream Brazilian audiences until the mid-1980s. In the 1970s and early 80s, such works
were more likely to be screened to specialized audiences in film and video festivals, alternative
art spaces, the experimental project spaces of museums, and sometimes even in artists’ homes.
An exception to this limited mode of circulation was when artists created video
performances in response to invitations from foreign curators for exhibitions abroad. Examples
include the early videos of Geiger and Andrade, which they exhibited in the seminal exhibition
Video Art at the ICA in Philadelphia in 1975, Vater’s video Fear, which she produced for her
first solo exhibition at the Centro de Arte y Comunicación (CAyC) in Buenos Aires in 1975, and
Andrade’s video A Morte do Horror that she created upon the invitation to participate in the
group show Video Art from Latin America at the Museum of Modern Art (MoMA) in New York
in 1981. Despite their exhibition in high-profile institutions, in Brazil these works remained
marginalized by mainstream art venues which tended to privilege more conventional media like
painting and sculpture; for this reason, there was limited financial support for artists to purchase
video equipment, which they often borrowed or shared. Production values also generally
remained low until better equipment became more widely available and affordable in the 1980s.
*
The literature pertaining to the themes of this study include histories of modern and
contemporary Brazilian art, texts on the politics of Latin American conceptual and media-based
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practices, theories of performance-for-camera, and scholarship on Latin American feminism(s)
and women’s art practices. There is abundant literature on Brazilian postwar art,75 and numerous
exhibition catalogs and monographs on the artists in this dissertation.76 There are also a number
of studies and exhibition catalogs on the politics undergirding Latin American and Brazilian
conceptual art practices.77 Among the most important is Mari Carmen Ramírez’s essay, “Tactics
for Thriving on Adversity, Conceptualism in Latin America, 1960–1980” (1999), which argues
that Latin American conceptualism was a product of both developmentalism and
authoritarianism, conditions which resulted in the radical politicization of artists who addressed
their social realities through conceptual approaches rooted in audience engagement as
emancipatory tactics to transform society.78 Another key text is Luis Camnitzer’s Conceptualism
in Latin America: Didactics of Liberation (2007), which argues that Latin American
conceptualism developed as a set of strategies—including subversion, agitation, and the creation
of new cultures and communities—to question the nature of art, to merge art and life, and to
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respond to specific Latin American socio-political contexts and crises in the 1960s and 70s.79
The more recent exhibition catalog, Resistance Performed: An Anthology on Aesthetic Strategies
Under Repressive Regimes in Latin America (2015), includes essays that address the strategies
Latin American artists used to articulate their dissent to the authoritarian regimes of the 1960s
and 70, highlighting performance art as a major mode of resistance.80 Together these texts argue
that Latin American conceptual and performance art was more effective at resisting
authoritarianism than more traditional media, because such poetic and dematerialized practices
explored covert artistic languages and circuits, and they more directly engaged the social sphere
through physical action and audience participation.
The most important English-language texts on Brazilian conceptual art during the
dictatorship, and most relevant to this study, are Claudia Calirman’s Brazilian Art Under
Dictatorship: Antonio Manuel, Artur Barrio, and Cildo Meireles (2012) and Elena Shtromberg’s
Art Systems: Brazil and the 1970s (2016). While Calirman’s text parallels this dissertation in its
exploration of the strategies Brazilian conceptual artists used to negotiate political oppression, it
only focuses on installation, actions, and performances by men. Shtromberg’s book, addressing
Brazilian conceptual art as part of a complex network of social practices and political conditions,
is a key reference for this dissertation, and the one I rely on most, because of its focus on video
and conceptual art, and the relationships of these genres to the Brazilian social context of the
1970s, including politics, the mass media, and popular culture.81 Throughout, Shtromberg
analyzes the strategies artists used to critique the dictatorship’s repressive conditions, not in
79
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terms of quantifiable measures, but in terms of symbolic dissent. She situates her interpretations
of these artworks (including those by Andrade and Geiger) within the social fabric of daily life in
which they were conceived, and emphasizes their political and ethical commitments by
connecting them to Brazilian socio-economic histories and networks (including currency, maps,
highways, and the mass media). She sheds light on the contributions of women video artists, but
does not provide a sustained feminist analysis of their works. She adopts the same position of
disavowal that many of the artists have taken by claiming that, “In Brazil, the question of gender
[in art] was not immediately linked to traditional feminist concerns,” 82 a stance this dissertation
seeks to unpack by underscoring the ways that Brazilian women’s art was attentive to feminist
issues, but reflected the specific values and attitudes of Brazil’s regional variation of feminism.
There is a great deal of literature on Brazilian performance art,83 and film and video art.84
But scholarship specifically analyzing Brazilian performance-for-camera is limited.85 The two
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most important histories of Brazilian video art briefly address performance-for-camera; they are
Arlindo Machado’s edited anthology Made in Brasil: três décadas do vídeo brasileiro (Brazil:
Three Decades of Brazilian Video, 2007), which charts the history of video production in Brazil
from the 1960s to the 1990s, with texts by theorists and first-hand accounts by artists; and
Christine Mello’s Extremidades do vídeo (Limits of Video, 2008), which analyzes the history of
video art in both Brazil and in the Euro-American context from the mid-twentieth century until
the 2000s, from the point of view of its various expansions into the visual arts. Both generally
describe Brazilian 1970s video performance as a dialogue between the body and the
technological apparatus, and as a response to the political conditions of the period.86 However,
Mello also emphasizes video’s relationship to conceptual art as articulated around television, and
thus as a mode of critiquing the mass media.87 I further this argument in my considerations of the
complicity of the Brazilian mass media with the dictatorship and U.S. economic interests.
Because of the lack of more theorizations of performance-for-camera in Brazilian
literature, this dissertation also relies on (and contests) several U.S. authors on performance and
mediation, including Peggy Phelan, Philip Auslander, Amelia Jones, Rosalind Krauss, Anne
Wagner, and Kathy O’Dell. I reject Phelan’s privileging of live performance over performance
documentation,88 and I concur with Auslander and Jones, who both argue that live and
mediatized performances are closely intertwined.89 However, I also argue that performance-for-

it. See Leirner, Arte como medida: críticas selecionadas (São Paulo: Editora Perspectiva, 1982), and Zanini,
Historia Geral da Arte no Brasil, vol. 2 (São Paulo : Instituto Walther Moreira Salles, 1983).
86
Machado also uses the term “videoperformance” to reference more recent forms of video-installation in
which live performances occur in conjunction with projected video. See Machado, “As linhas de força do vídeo
brasileiro,” in Made in Brasil, 21–22, 35–39; and Mello, “Arte nas extremidades,” in Made in Brasil, 139–168.
87
Mello, Extremidades do vídeo, 75–91.
88
Phelan, Unmarked: The Politics of Performance (New York: Routledge, 1993), 1–33.
89
Amelia Jones has argued that performance documentation functions as a supplement to a live event, and Philip
Auslander has posited that that live and documented performances are dialectically intertwined. Auslander also argues that
performance art documentation functions as a performance. Auslander, “The Performativity of Performance Documentation,”
PAJ: A Journal of Performance and Art 28, no. 3 (2006): 1–10; Auslander, Liveness: Performance in a Mediatized Culture
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camera has unique qualities—including its atemporality, virtuality of bodies and spaces, and
increased privacy—which make it a distinct genre. I contest Krauss’s argument in her influential
1976 essay “Video: The Aesthetics of Narcissism,” that early video artists who performed for the
camera, were narcissistically invested in themselves and withdrawn from their audiences.90
Instead, I draw on both Jones’s argument that narcissistic body art actually opens the self out
toward the other, and Wagner’s suggestion that video performance gestures toward the viewer,
registering as a process of surveillance.91 In doing so, I argue that Brazilian women turned to
performance-for-camera to address both the social realm and to critique the regime’s surveillance
and censorship practices. Lastly, O’Dell addresses what she terms “masochistic performance art”
arguing that U.S. and European performance artists who harmed themselves did so in response to
the social alienation they felt, a concept I draw on in analyzing Brazilian women artists’
theatricalization of self-harm as a response to the dictatorship.92
In contrast to these extensive theorizations of performance-for-camera, when I first began
researching this topic five years ago, there was limited scholarship on Latin American and
Brazilian women’s art practices. The earliest writings on Brazilian women artists were those of

(New York: Routledge, 2008), chs. 1–2; and Jones, “‘Presence’ in Absentia: Experiencing Performance as Documentation,”
Art Journal 56, no. 4 (1997): 11–18.
90
Rosalind Krauss, “Video: The Aesthetics of Narcissism,” October 1 (Spring 1976): 50–64.
91
Amelia Jones, Amelia Jones, Body Art/Performing the Subject (Minneapolis: University of Minnesota Press,
2007), 47–52; and Anne M. Wagner, “Performance, Video, and the Rhetoric of Presence,” October 91 (Winter
2000): 68. While Arlindo Machado asserts that the early Brazilian video artists are compatible with Krauss’s theory
of narcissism, Elena Shtromberg contests Krauss’s argument, arguing that during the repressive conditions of Brazil
in the 1970s, artists actually created a radical outlet for free self-expression by recording private performances of
themselves that did not sever their relationship with the viewer, but served as a strategy for articulating a social
alliance with them. Machado, “Video Art: The Brazilian Adventure,” 226–227; Shtromberg, “Conceptual
Encounters,” 141–42.
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See Kathy O’Dell, Contract with the Skin: Masochism, Performance Art, and the 1970's (Minneapolis:
University of Minnesota Press, 1998) 2, 15, 33–42; and O’Dell, “Performance, Video, and Trouble in the Home,” in
Illuminating Video: An Essential Guide to Video Art, eds. Doug Hall and Sally Jo Fifer (New York: Aperture
Foundation, 1990), 146.
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the 1990s by the Brazilian curators Aracy Amaral and Heloísa Buarque de Hollanda,93 and a
series of exhibition catalogs from the 2000s of global women-centered survey exhibitions that
provide general overviews of women’s contemporary art practices across geographic regions,
including Latin America.94 Simone Osthoff’s later essay, “De musas a autoras: mulheres, arte e
tecnologia no Brasil” (From Muses to Authors, Art and Technology in Brazil, 2010) was the first
to address Brazilian women artists working in a range of media since the 1960s, including
experimental film, video, photography, multimedia, and digital art, but she resists feminist
interpretations and does not address performance-for-camera.
Recently, there has been an explosion of publications on Latin American and Brazilian
women’s art practices.95 The exhibition catalogs of The Feminist Avant-garde Art of the 1970s:
the Sammlung Verbund Collection, Vienna (2016) and the groundbreaking first survey of Latin
American women’s postwar art, Radical Women: Latin American Art, 1960–1985 (2017)

93

Hollanda edited two important volumes that overviewed and outlined Brazilian women’s postwar art and
filmmaking, Quase catálogo 1: Realizadores de cinema no Brasil, 1930–1988 (Rio de Janeiro: CIEC/UFRJ; MIS,
1989); and Quase catálogo 2: artistas plásticas no Rio de Janeiro, 1975–1985 (Rio de Janeiro: CIEC/UFRJ;
Secretaria de Cultura da Cidade do Rio de Janeiro, 1991). Along with Paulo Herkenhoff, Hollanda co-curated the
exhibition of Brazilian women’s art, Manobras Radicais: Artista Brasileiras, 1886–2005 (Radical Maneuvers:
Brazilian Women Artists, 1886–2005, 2006) at the Centro Cultural Banco do Brasil (SP), August 8–October 15,
2006. Aracy Amaral’s 1993 essay, “A Mulher nas Artes” (Women in the Arts, 1993), is a survey of twentiethcentury Brazilian women artists that makes the important point that many of them were able to become artists
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Mulher nas Artes,” in Ultramodern: The Art of Contemporary Brazil, eds. Aracy Amaral and Paulo Herkenhoff
(Washington, DC: The National Museum of Women in the Arts, 1993), 17 - 33. Ultramodern and the later
exhibition, Virgin Territory: Women, Gender, and History in Contemporary Brazilian Art, co-curated by Susan
Fisher Sterling, Berta Sichel, and Franklin Espath Pedroso, also at the National Museum of Women in the Arts
(October 18, 2001–January 6, 2002), were among the first exhibitions focusing on Brazilian modern and
contemporary women artists in the U.S., and their catalogs serve as useful overviews of Brazilians women’s art,
though they do not claim a feminist perspective.
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See Global Feminisms: New Directions in Contemporary Art (2007), co-curated by Maura Reilly and Linda
Nochlin, which took place at the Brooklyn Museum (NY, March 23–July 1, 2007), and WACK!: Art and the
Feminist Revolution (2007), curated by Connie Butler, which took place at the Museum of Contemporary Art (LA,
March 4–July 16, 2007).
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The most salient are essays addressing Brazilian women’s postwar art, including: Giulia Lamoni, “(Domestic)
Space of Resistance: Three Artworks by Anna Maria Maiolino, Lygia Pape, and Anna Bella Geiger,” Artelogie, no.
5 (2013). Accessed May 1, 2019. http://cral.in2p3.fr/artelogie/spip.php?article231n.p; Claudia Calirman,
“‘Epidermic’ and Visceral Works: Lygia Pape and Anna Maria Maiolino,” Women’s Art Journal (Fall/Winter 2014):
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Foundation,” in Radical Women, 229–235.
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provide broad socio-cultural and political contextualization for Latin American women’s postwar
art, with explicitly feminist analyses of Brazilian women’s art.96 Several recent Spanish and
Portuguese-language texts have also advanced some of the first feminist interpretations of Latin
American women’s postwar art.97 Among these and essential to this study is Brazilian artist
Roberta Barros’s book Elogio ao Toque: Ou Como Falar de Arte Feminista à Brasileira (Elegy
to Touch: or How to Speak about Feminist Art to the Brazilian, 2016), a trailblazing feminist
analysis of a range of Brazilian women’s contemporary art practices that puts her own artwork
into dialogue with others, including several artists in my study. She argues that even when
Brazilian women artists disavow a feminist position, that does not mean their work does not
address feminist political questions or theoretical debates, a position I also take up and apply to
Brazilian women’s performance-for-camera, which she does not address.
Most relevant to my study is Elisa Iop’s 2015 Spanish-language dissertation on Brazilian
woman artists working during the dictatorship, which parallels my own area of inquiry in its
feminist analysis of Brazilian postwar art (including the artists in my study), with one chapter
focused on performances for photography and video (but not film). Iop argues that while there
was no “feminist art” in Brazil during the period, these artists employed the “sexed body” to
simultaneously address the dictatorship and women’s social issues.98 My approach goes further

96
Feminist Avant-garde Art of the 1970s was curated by Gabriele Schor and Jana Vránová, and took place at
MUMOK (Vienna, May 5–September 3, 2017); Radical Women was co-curated by Andrea Giunta and Cecilia
Fajardo-Hill, and took place at the Hammer Museum (LA, September 15–December 31, 2017).
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These include Miguel A. López, Robar la historia: contrarrelatos y prácticas artísticas de oposición (Santiago de
Chile: Ediciones Metales Pesados, 2017); and Andrea Giunta, Feminismo y arte latinoamericano: historias de artistas que
emanciparon el cuerpo (Buenos Aires: Siglo Veintiuno Editores Argentina, 2018). These texts contribute significant
overviews of Latin American feminist art histories, but they do not analyze Brazilian women’s art or performance-forcamera. See also Talita Trizoli’s Portuguese-language dissertation surveying a panorama of women’s art in Brazil and
abroad. Trizoli, “Atravessamentos Feministas: um panorama de mulheres artistas no Brasil dos anos 60/70” (PhD diss.,
Universidade de São Paulo, 2018).
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Iop, “Artistas Mujeres Durante La Dictadura Militar en Brasil (1964–1979),” 117. She argues that they
specifically accomplished this in their performances-for-camera through tropes including masquerade, irony,
subverting beauty and hygiene routines, and theatrical self-aggression, themes I also address.
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by underscoring how their approaches exemplified the specific tenor of Brazilian second-wave
feminism, including its disavowals and contradictions. I highlight the ways that patriarchy
underscores authoritarianism and imperialism in order to show how their modes of resistance
specifically addressed the paternalism and sexism underlying authoritarian and imperialist
hegemonies, and as such were gendered. I also attend more carefully to performance-for-camera
as a genre, closely analyzing its forms and strategies, to contend that it was through the
specificities of the genre that they mobilized their critiques.
In seeking to identify and understand the tactics Brazilian women artists used to
undermine the patriarchal relations of the dictatorship and concomitant U.S. imperialism, my
methodology primarily involves analyses grounded in feminist/queer theories, political theories,
and social art histories.99 I insist on a feminist analysis to untangle what these artworks reveal
about feminism in Brazil in the 1970s and early 80s. This strategy gestures toward art historian
Andrea Giunta’s distinction between what she terms “feminist artists” and “artistic feminism.”100
Giunta explains that while many Latin American women artists may not identify as “feminist
artists,” art historians are still justified in performing feminist analyses of their works (i.e.,
reading them as “artistic feminism”), because they often contend with feminist themes including
women’s subjectivities, bodies, sexualities, and oppressions.101
Throughout this dissertation I privilege the term “gendered subjectivity” rather than
feminine, feminist, or women’s subjectivity, in order to avoid making essentialist assumptions
about women’s identities and experiences and to account for Brazilian women artists who
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I draw on theories from Latin America and Brazil as much as possible, in order to ground my analyses in
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101
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tackled issues around gender without aligning their explorations with a feminist consciousness.
Though this study acknowledges “woman” as an identity category that these artists ascribed to, it
seeks to understand gender, as Judith Butler famously argued, as socially constructed and
performative, and constituted through discourse and power relations.102 Gendered subjectivity is
evident in these works through artists’ grappling with signs of “the feminine,” exploration of
sexuality and gendered dualisms, and questioning of gender roles.
I engage the feminist theories of canonical Euro-American second-wave feminists,
including Simone de Beauvoir, Betty Friedan, Julia Kristeva, and Laura Mulvey, to draw out the
broader feminist concerns in the works analyzed, including representation, gender roles and
identities, sexualities, and the gaze; I also evoke Brazilian second-wave feminist-Marxist
writings of the era, including those by Rose Marie Muraro, Heloneida Studart, Carmen da Silva,
and Sheila Leirner, to situate these artists’ approaches to gender issues through a lens situated in
local Brazilian feminist discourses that often rejected Euro-American feminism and
foregrounded Brazilian cultural and social values and urgencies. I also draw on more
contemporary Euro-American and Latin American feminist and queer theories to provide
artwork interpretations that reflect advancements in gender, queer, and postcolonial studies since
the 1980s.103 Nelly Richard, the most prominent contributor to Latin American feminist art
histories, is central to my study for her analyses of the patriarchal power relations structuring
authoritarianism, and her analysis of the ways Chilean masochist body art of the 1970s
responded to the social conditions of state-sanctioned violence.
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See Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York: Routledge, 1999).
For instance, I draw on Suely Rolnik’s theory of fluid identity (in Chapter Two); Sara Ahmed’s theory of the
cultural politics of emotion (in Chapter Three); José Esteban Muñoz’s concept of Latinx camp (in Chapter Three);
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My argument that the artists in this study resisted the patriarchal underpinnings of
authoritarianism and U.S. interventionism through their work also draws on Foucault’s concept
of disciplinary power regimes and his articulation of the various strategies undertaken by his
subjects to resist, subvert, and undermine these regimes, which he outlines in Discipline and
Punish: The Birth of the Prison (1975), The History of Sexuality, Volume One (1976), and
Madness and Civilization (1961). Throughout the dissertation, I use the term “resistance” not
necessarily to describe acts with specific political results.104 Rather it indicates the ways that
artists created micro-political spaces for free speech and to create what Shtromberg describes as
“symbolic spaces of dissent,” in order to challenge normative hegemonies and enable audiences
to imagine new dynamics and relations of power.105
This project has required archival research at libraries, cultural institutions, and private
archives in Los Angeles, New York, Philadelphia, Washington, D.C., São Paulo, and Rio de
Janeiro, as well as in the digital archives of the ICAA Documents of twentieth-century Latin
American and Latino Art of the Museum of Fine Arts, Houston.106 Despite my multiple attempts
to gain access to the Pape archives at the Projeto Lygia Pape, the organization did not facilitate a
visit. Despite this setback, I was able to garner significant material on Pape at other archives. I
interviewed all the living artists, including Andrade, Geiger, Maiolino, and Vater, and I also used
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previously published interviews.107 I also relied on a variety of secondary sources, including art
historical scholarship, monographs, and exhibition catalogs.
I could not always access the works, see them multiple times, or view them in their
original format. I only viewed digital copies and I was unable to see the original analogue media,
which has limited my ability to fully analyze them as they were first conceived.108 In some cases
I have not seen the works directly, because they were lost or only shown a handful of times (such
as Vater’s video Fear; Vater’s film installation Advice for Caterpillar, and Pape’s installation
Eat Me). In these cases, I had to reconstruct them based on archival documents, photographs, and
descriptions of them in the press or by the artists. In some cases, I viewed works at an artist’s
gallery or I was given a computer file or a DVD. Some are available for free viewing online;
others I watched in archives and libraries, or in exhibitions, where I had to document them
through written notes or still photographs.109
The resulting dissertation organizes each chapter around a theme, explored through
several case studies. The first chapter, “The Disciplinary and the Domestic: Household Images in
Women’s Video Performances,” considers videos by Andrade and Parente that associate
traditional female domestic and beauty tasks with bodily violence and torture. In these videos the
artists perform quotidian household activities in ways that imply violence, in order to elicit a
response to quotidian instances of gender oppression that parallel state violence. The second
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chapter, “Gluttony and Lust: Anthropophagic Subjectivity and Cannibalizing the Mass Media,”
analyzes artworks by Pape, Maiolino, and Andrade that depict images of eating and the mouth.
These works engage with the Brazilian cultural paradigms of antropofagia (cannibalism) and
hunger to critique state-sponsored censorship and mass media representations of women’s
bodies. The third chapter, “The Silent Scream: Affective Excess, Melodrama, Horror, and
Camp,” focuses on performances by Vater, Maiolino, and Andrade that draw from the Brazilian
cinematic and televisual genres of horror and melodrama. I claim that in the face of repression,
these artists used emotional expression rooted in gendered subjectivity, rather than language, as
forms of free speech. The fourth chapter, “Private Bodies, Public Selves: Moving Image SelfPortraiture, Oppositional Subjectivities, and Counter-public Spheres,” examines films and videos
that engage in self-portraiture. These include works by Geiger and Vater, in which they perform
diaristic self-portraits and subjective presentations of the self to bring their experiences from the
private sphere into public political discourse.
Though all of the artists in this study worked in other media, this study is limited to their
performances-for-camera made between 1974 and 1982 (though I include other kinds of works
when they relate to specific films and videos).110 It does not regard films and videos by women
who did not perform with their own bodies for the camera, nor narrative films, as performancefor-camera.111 It centers on artists from or living in Rio de Janeiro in the 1970s and early 80s,
because women’s performance-for-camera was largely innovated in this city.112 This is
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especially true of the “pioneer” generation of video artists, who were all Carioca, and
experimented together with the support and guidance of Geiger.113 However, not all the women
in this study were members of Geiger’s video art group, and this text does not include all the
female members of that group, such as Ana Vittória Mussi (b. 1943) and Miriam Danowski (b.
ca. 1942).114 It also does not address at length the work of Iole de Freitas (b. 1945), a sculptor
who began her career in Rio and made only one performance-for-film, Glass Piece, Life Slices
(1973) while living in Italy.115
There were other women artists working in film and video in São Paulo, but this study
does not discuss them at length because their works do not fit within the above-outlined scope.116
Leonora de Barros (b. 1953) explored performance-for-camera and gender, but later in the 1980s.
U.S. artist Mary Dritschel (1934–2018), who was based in São Paulo in the 1970s and early 80s,
created at least one feminist video performance, titled The Measure of a Woman (1981, Fig. 0.7),
but as a U.S. expat, she did not share the complex postcolonial Brazilian identity that determines
the gendered subjectivities of the Brazilian artists in this study.117
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depicting a modern dance performance by multiple dancers, telecast live on television, and digitally manipulated
onscreen, does not address gender and does not include the artist performing herself. Silveira’s two-minute blackand-white video Campo (Field, 1977), in which a disembodied arm enters the screen, and with a finger, traces
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Though Brazilian male artists also experimented with performance-for-camera to explore
issues around identity, sexuality, the mass media, and authoritarianism, this study does not
analyze their works at length, because they did not generally explore gender or patriarchal
relations of power. One of the first male artists to work in performance-for-film was Antonio
Dias (1944–2018); his color, Super-8 film, The Illustration of Art I (1971, Fig. 0.8), depicts a
bloody lesion on the artist’s skin covered with a bandage, while The Illustration of Art / Gimmick
(1972, Fig. 4.6), depicts the artist’s face with a paper mask of a monkey face over his nose (See
Chapter Four). Though these works explore violence and identity respectively, they do not
explicitly address gender.
The same can be said of several male artists associated with the Carioca video art
pioneers group who also produced early video performances. In Estômago embrulhado – Jejum
(Upset Stomach – Fast, 1975, Fig. 2.7) by Paulo Herkenhoff (b. 1949), the artist eats a
newspaper, tackling the censorship of the mass media, but not gender (see Chapter Two), while
Versus (1974, Fig. 0.9), by Ivens Machado (1942–2015), depicts alternating shots of the artist
(who is white) and another male performer (who is black), until they appear to merge and nearly
kiss each other. While the latter work confronts sexuality and racism from the perspective of
queer and racialized subject positions, it does not specifically address misogyny or patriarchal
power relations.118
Ultimately, in its multifaceted approach, this dissertation weaves together the histories of
feminist art, political art, and performance and media art, demonstrating the broader relevance of
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to the point of collapse as a critique of nationalism and censorship (see Chapter Two); and Me (1978) by Gabriel
Borba, depicts a mirror reflection of the artist’s face, to explore the gaze and identity, but not gendered resistance
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these genres to canonical U.S. and European art histories. It also broadens analyses of
performance-for-camera that are usually only applied to U.S. and European contexts by
including Brazilian art. And lastly, in analyzing artistic responses to authoritarianism, it helps
shed light on the politics and policies of the current global political climate.
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CHAPTER ONE
The Disciplinary and the Domestic: Household Images in Women’s Video Performances

The pages of a mid-1970s Brazilian women’s liberation booklet, Mulher: objeto de cama
e mesa (Woman: Object of Bed and Table, Fig. 1.1), challenge common attitudes toward women
and their prescribed roles through quirky illustrations and provocative writing. For instance, one
page depicts a cartoon of a plump woman seated next to a refrigerator, its door open and its
interior fully stocked (Fig. 1.2). Smiling, the woman hugs the fridge’s open door. The words
below her read: “On job application forms, many women fill in the blank under ‘occupation’
with the word: Domestic.”1 This final word appears in a larger “girlish” cursive lettering,
seeming to emphasize a correlation between the domestic sphere and the feminine. Another page
opens with the words: “Her employment: Husband,” written in bold letters to emphasize their
irony (Fig. 1.3).2 A smaller typeface below reads: “To prepare properly for her future profession
(of wife), her education is meticulous. While the boy is on the loose, the girl is imprisoned.”3
Below these words appears a cartoon of a little girl with pigtails seated on an armchair, flanked
by a grandfather clock and a closed door, with a thought bubble above her head showing a busy
city street. Below this image appear three sentences, each in a different typeface:
Out on the street, the boy confronts every challenge in the world by developing
intelligence and muscles.
At home, the girl assimilates the little problems of her mother (the maid who stole the
lipstick, the pudding that burned, the telenovela romance that ended badly).
While boys play sports, [girls] play with food.4
1

“Um grande número de mulheres escreve nos formulários, no local em que se indaga a ocupação: Doméstica.”
Heloneida Studart, Mulher: objeto de cama e mesa (Petrópolis: Editora Vozes, 1974), 12.
2
“Seu Emprego: O Marido.” Studart, Mulher: objeto de cama e mesa, 14.
3
“Para prepará-la condignamente para a sua profissão futura (de esposa) a sua educação é minuciosa. Enquanto
o menino é solto, a menina é presa.” Studart, Mulher: objeto de cama e mesa, 14.
4
“Indo para a rua, o garoto enfrenta todos os desafios do mundo, desenvolvendo a inteligência e os músculos.
Em casa, a menina assimila os probleminhas da mão (a empregada que furtou o batom, o pudim que se queimou, o
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Written in 1974 by Brazilian journalist Heloneida Studart, Mulher: objeto de cama e
mesa critiques women’s roles in Brazilian society, specifically their confinement to the domestic
sphere.5 The booklet as a whole is characterized by playful graphic design: a variety of
typographies alongside cartoons, collaged photographs, and other illustrations that dynamically
interact with the text in order to explicate the author’s points.6 Addressed to a Brazilian urban
middle-class audience, the text tackles issues from women’s sexual objectification to a critique
of their expected roles as wives, mothers, and homemakers. Yet, despite the booklet’s evident
feminism, the introduction states that it should not be understood as “an American Women’s Lib
pamphlet,” and that Studart was not “a ‘feminist’ in the political sense of the term . . . [but] just a
modern woman who has managed to solve the problems of the current feminine situation in an
underdeveloped country.”7
The clear contradiction of this disavowal was typical of Brazilian second-wave feminism
during the country’s dictatorship (1964–85). Studart published her booklet in 1974, at the tail end
of the regime’s harshest years, known as the anos de chumbo (years of lead, 1968–74), a period
characterized by intense state-sponsored oppression and violence. During this period Brazilian
feminism was largely subsumed within the broader struggle against the dictatorship. This fight
was grounded in a range of Leftist politics and Marxist critiques that were generally opposed to
foreign economic interests (mainly understood as U.S. imperialism and capitalism), and in favor

romance da telenovela que acabou mal). Enquanto os meninos praticam esportes, elas brincam de comidinha.”
Studart, Mulher: objeto de cama e mesa, 14.
5
Lauro de Oliveira Lima, “Introduction,” in Mulher: objeto de cama e mesa, 5.
6
The booklet’s graphic design was very similar to that of other Marxist pamphlets of the time. Talita Trizoli,
“Crítica de Arte e Feminismo no Brasil dos Anos 60 e 70,” in Anais do V Seminário Nacional de Pesquisa em Arte e
Cultura Visual, ed. R. H. Monteiro and C. Rocha (Goiânia, BR: Galeria da Faculdade de Artes Visuais da
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of a nationalist and socialist democratic platform.8 Because of this, these groups tended to
characterize U.S. and European feminism as either bourgeois or imperialist.9 Studart, who had
been previously affiliated with the Communist party, epitomized this tendency by framing her
discussion of gender equality in terms of labor and economic oppression, rather than gender
discrimination.10 Like other Brazilian Leftists and feminists of the era, she also subjugated the
issues of racial discrimination below the banner of economic inequality, an issue I will return to
later in this chapter.11 Hence, her Marxist and feminist positions were rife with inconsistencies.
For instance, while she argues that working outside the home was the key to women’s liberation,
it was also contradictory in Marxist terms:
It is clear that labor is not an end in itself and its conditions are of exploitation, but no one
can be critical of work without working. No one can gain [class] consciousness, sitting in
a room, embroidering, or stirring soup. And besides, there is no other prescription for the
liberation of women . . . .12
In short, for Studart, having a job in the public sector—even without equitable working
conditions—was the only way women could achieve liberation. She also reveals contradictions
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in her attitudes toward other women, asserting that most of them are not as smart as men, an odd
position for a purported women’s advocate. She blames this alleged situation on Brazilian social
conditions that limit women’s access to education and “imprison” them in the home, a “jail” of
their own making.13 One page of Mulher: objeto de cama e mesa even depicts three chains,
interspersed with a text reading: “the vicious circle: domination produces mental weakness, and
mental weakness facilitates domination.”14 (Fig. 1.4)
On the whole, the booklet suggests that like relations in the home, authoritarianism
depends on patriarchal structures—an argument that anticipates later Latin American feminists’
writings on authoritarianism. In the 1980s, for instance, the Chilean feminist Julieta Kirkwood
developed a theory of “domestic authoritarianism,” highlighting the ways in which dictatorships
confined women to the sphere of the “domestic private,” and thus produced authoritarianism
throughout the whole social structure, including private life.15 The French-Chilean feminist Nelly
Richard has also asserted that military regimes, state repression, and institutionalized violence
are all founded on patriarchy.16 She suggests that Chilean body art of the 1970s focuses on the
domestic because that was the main zone within which female artists were empowered to disrupt
the patriarchal values of Augusto Pinochet’s repressive regime (1973–81), an argument that can
also be extrapolated to Brazilian performance-for-camera.17
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Like Studart, other Brazilian women in the mid-1970s strove to come to terms with
women’s prescribed roles in the dual realms of the domestic and the public spheres during the
dictatorship. Several women artists of the 1960s and 70s—including Anna Bella Geiger, Anna
Maria Maiolino, Wanda Pimentel, Teresinha Soares, and Regina Silveira—were also beginning
to address women’s domestic spaces, household objects, and daily chores in a range of two- and
three- dimensional media, subjects virtually unexplored by their male contemporaries.18 Like
Studart, many of these women artists also disavowed any relationship between their work and
feminism, despite their clear interest in women’s issues.
Performance-for-camera was a particularly apt genre for critically observing and
analyzing domestic spaces and women’s domestic roles, especially when it was done in the
medium of video. Although we think of video in terms of portability (due in part to video art’s
founding myth of Nam June Paik using a Sony Portapak in a taxi on New York’s Fifth Avenue),
the reality was the equipment was bulky and heavy, and the battery life was limited, which made
it easier to use in the home or studio.19 It also offered privacy to artist-performers, enabling them
to avoid the risks associated with public actions or critical speech at a time when openly voicing
dissent was dangerous. Through the ambiguous language of metaphor, which was less legible to
the authorities than overt speech, artists could also cloak their critical commentaries. The
circulation of these videos, moreover, was limited to underground circuits, film festivals, and
experimental art venues that were “off the radar,” offering further protection from surveillance,
censors, and punishment.20
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This chapter focuses on the most salient case studies of performance-for-camera that,
much like Studart’s text, associated household imagery, domestic spaces, and quotidian chores
and objects with violence, repression, and incarceration.21 These include video performances by
two members of the first generation of Brazilian video art— Sonia Andrade (b. 1935) and Letícia
Parente (1930–1991)—whose works were either self-recorded or shot by a single cameraman.
I argue that in these works, Andrade and Parente perform domestic and quotidian actions in ways
that enact self-harm and confinement in order to marshal a response to gender oppression in
women’s daily lives that paralleled the violence and imprisonment Brazilians experienced under
the dictatorship.
In a recent article, art historian Giulia Lamoni examines the intersections between private
and public spaces in works by Brazilian women artists of the 1960s and 70s that depicted the
home and confronted domestic space.22 She argues that they position the home as a space of
passage and movement—rather than as a space of seclusion or confinement—to both critique the
gendered divisions of space and to articulate resistance to the dictatorship (as well as broader
institutional paradigms). Building on her work, I employ a feminist approach to examine the
video performances by Andrade and Parente that depict everyday activities in domestic space as
sites of resistance to patriarchal relations in both the private and public spheres. While Lamoni
argues that these artists engage movement in domestic space as a metaphor of resistance, I
propose that they position domestic space as a zone of containment and imprisonment, and that
their resistance occurs elsewhere: not in the space itself but through the absurdity and ironic
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bathos of their bodily performances, as well as their actual or implied self-harm and violence,
themes I address by engaging Hal Foster’s concept of “mimetic adaptation,” and Kathy O’Dell’s
theorization of “masochistic performance art.”23
Michel Foucault’s central argument in Discipline and Punish (1975) is that disciplinary
regimes maintain power by producing “docile bodies,” the ideal subjects of authoritarian
control.24 In order to maintain compliance, these regimes surveil their subjects to ensure that they
conform to strict laws governing acceptable behaviors, and punish them with violence when they
are caught disobeying. Foucault’s well-known point is that an even more effective strategy used
by these regimes is the internalization of obedience, so that subjects conform willingly. One
method is the “panoptical gaze,” the presumption of constant surveillance even when there is
none.25 I argue that the videos by Andrade and Parente examined in this chapter resonate with
Foucault’s contemporaneous ideas, and that their use of the video camera that infiltrates their
homes and records their daily activities, mimics the panoptical gaze. By enacting disciplinary
“punishments” (or the threat of such punishments) on themselves, cloaked as daily domestic
tasks, they demonstrate the ways that the same forces that structure public disciplinary society
also configure the private spaces of the home.
This chapter begins with a brief synopsis of the social conditions of Brazilian women
during the 1960s and 70s, focusing on their domestic roles and those played by class and race in
gender discrimination in Brazil. It then briefly outlines the development of video art in Brazil to
contextualize Parente’s and Andrade’s works made between 1975 and 1982.
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Women’s Domestic Roles During the Dictatorship
While women’s roles in Latin American society underwent many changes throughout the
1960s and 70s, some values remained constant, such as “Marianismo,” the cult of motherhood
associated with the martyrdom and suffering of the Virgin Mary and the “natural”
responsibilities of housework and child rearing.26 Military governments across South America
emphasized these traditional roles, which were also in line with conservative Catholic values. As
political scientist Sonia Álvarez has argued, in Brazil the dictatorship enshrined “traditional
womanhood [as] a cornerstone of authoritarian ‘order and progress.’”27
Many Brazilians dismissed U.S. and European second-wave feminist texts when they
arrived in Brazil. Simone de Beauvoir’s foundational The Second Sex (1949) was first published
in Portuguese in Brazil in 1960, but male Leftist intellectuals deemed this work by the “wife” of
Jean-Paul Sartre as “cerebral,” preferring instead Marxist texts.28 Even so, the female
participants of some Leftist groups formed reading groups to discuss various feminist texts,
including The Second Sex.29 But, it was not until the late 1970s that the book became more
widely read, mainly among Brazilian feminists living in exile from the dictatorship in France.30
When Betty Friedan visited Brazil in 1971 to release the Portuguese translation of The Feminine
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Mystique (1963), the press mocked her as an ugly, bourgeois, man-hater, and many sectors of
society derided the book.31
In the mid-to-late 1960s, a group of Brazilian women authors began to address feminist
themes in their writing, while assiduously avoiding the negative stereotypes and connotations of
U.S. and European feminism. In addition to Heloneida Studart, the author of Mulher: objeto de
cama e mesa discussed in this chapter’s introduction, these included the sociologist Heleieth
Saffioti, the journalist Carmen da Silva, and the editor-in-chief of the Editora Vozes publishing
house, Rose Marie Muraro (discussed in Chapter Two).32 As local women who had gained
visibility writing for popular magazines and newspapers, and who distanced themselves from
foreign brands of feminism, they were well liked among Brazilian women, especially the white
urban middle classes. Under the auspices of Marxism and anti-imperialism, they incorporated
ideas from both de Beauvoir and Friedan in their writings, sometimes in contradictory ways, all
the while disavowing an overtly “feminist” label.33
Da Silva was probably the most widely read of these Brazilian feminist authors. A
psychoanalyst and journalist, she wrote a column titled “A arte de ser mulher” (The Art of Being
a Woman) between 1963 and 1984, which addressed controversial women’s issues, including
birth control, divorce, and women in the workplace for the Brazilian women’s magazine
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Claudia, the highest-circulating Latin American serial publication at the time.34 Using an
intimate and colloquial tone, da Silva brought a discussion of feminist issues straight to her
middle-class readers while avoiding the stereotypes associated with feminism.35 In 1967, she
published a collection of her columns in a book under the same title, A arte de ser mulher – Um
guia moderno para o seu comportamento (The Art of Being a Woman – A Modern Guide to
Your Behavior). This was followed two years later by O homem e a mulher no mundo moderno
(Man and Woman in the Modern World, 1969), a more expansive investigation of relations
between men and women, as well as the troubled society in which they lived, as Brazil was
entering into the harshest phase of the dictatorship.36 According to the book’s preface, it tackled
the “vicissitudes of young people who have to fight . . . against paternalistic hypocrisy or
repressive violence [and] the conflicts of the woman oppressed by overwhelming traditions and
humiliating limitations. . . .” 37 Written during the anos de chumbo, da Silva used obscure
language to obliquely critique the dictatorship’s paternalism and violence, and thus pose
questions about women’s equality and human rights within this broader discourse.38
Another feminist author who slipped feminist ideas into writing that ostensibly dealt with
society in general was Rose Marie Muraro. In 1966, she published her first book, A Mulher na
Construção do Mundo Futuro (Woman in the Construction of the Future World), which
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presented essentialist views of women’s roles, arguing that they were especially positioned to
create a more egalitarian society because of their “inherent” maternal instincts. In her later more
openly feminist treatise, Libertação sexual da mulher (Women’s Sexual Liberation, 1970),
Muraro confronted themes ranging from sexual and technological revolutions to the mass media
and pornography. In the early 1970s, Muraro and others began to distinguish their “legitimate”
brand of Brazilian feminism from U.S. feminism, which they saw as “one more instance of
ideological imperialism,” a stance which echoed anti-U.S. sentiment among the Left more
generally.39 Muraro, like her counterparts, presented her approach to feminism as part of a
Marxist struggle against systems of oppression more broadly construed, while she reductively
characterized U.S. feminism as merely man-hating.
In Mulher: objeto de cama e mesa, Heloneida Studart similarly argued that U.S.
feminism was flawed in its overly emotional approach that blamed men for women’s oppression,
rather than the real culprit: capitalism.40 Despite the fact that both Muraro and Studart insisted
that U.S. feminism was misguided, they still borrowed from Betty Friedan’s The Feminine
Mystique, which focused on the alienation the of the middle-class housewife who was frustrated
with her domestic roles—issues that their writings also confronted.41
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This contradictory, vague, and yet well-meaning collection of publications could be said
to be the general state of Brazilian “feminism” in the early 1970s. The extent to which women
artists engaged this discourse varies, but the predominance of household imagery in their videos
indicates at the very least an awareness of these debates. While it is unknown if Parente or
Andrade had read de Beauvoir or Friedan, the feminist authors’ texts had been translated into
Portuguese, and both had travelled to Brazil and given talks widely reported in the local press.42
According to art historian Talita Trizoli, because Carmen da Silva’s writings appeared in Brazil’s
highest selling women’s magazine, her ideas were influential on many women artists working at
the time, including Andrade and Parente.43
Brazilian women artists of the 1960s and 70s employed household imagery in their art
much like their counterparts in the U.S., who used such imagery to escape or transform their
daily lives.44 Prior to the rise of video, Brazilian women artists had already begun to explore
domestic scenes and women’s everyday lives in the so-called Brazilian “Pop” style of the midto-late 1960s known as Nova Figuração (New Figuration).45 Examples of these include Anna
Maria Maiolino’s expressionist woodcut The Baby (1967, Fig. 1.5), celebrating her role as a
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mother, and Wanda Pimentel’s colorful interior scenes in her series Envolvimento (Involvement,
1968–69, Fig. 1.6), in which a woman’s bare legs and feet—ostensibly the artist’s own—appear
within chaotic domestic interiors. Giulia Lamoni argues that the privileging of female
subjectivity in the works of these Brazilian Pop artists, and others, influenced later Brazilian
women’s video art.46 Yet, while Parente’s and Andrade’s video performances of the 1970s built
on these predecessors, they traded the playful bright colors and blithe attitudes of Pop for a
drabber palette of grays, monotonous themes, and darker moods.
We thus see a significant difference between U.S. and Brazilian approaches to the
iconography of the domestic interior. In the U.S., the home came to be a widely acknowledged
symbol of the capitalist “American Dream.” U.S. feminist artists worked to reveal the
inconsistencies of this fantasy as a form of protest.47 In contrast, many Brazilian women viewed
the home outside the parameters of a capitalist paradigm. They did not wish to overtly denigrate
the culturally embraced value of motherhood, and by extension, homemaking.48 Rather than
underscoring the contradictions of women’s roles as homemakers, Brazilian feminists sought
instead to reveal the paternalistic attitudes of the repressive and brutal regime. They did so by
underscoring its ramifications within domestic space, comparing women’s chores to violence and
the home to a prison, as if visually and conceptually extrapolating on the issues laid bare in
Studart’s Mulher: objeto de cama e mesa.49
Despite the dictatorship’s conservative emphasis on women’s domestic roles, its
economic policies of the mid- and late-1970s paradoxically helped middle-class (mainly white)

46

Lamoni “Unfolding the ‘Present,’” 71.
Examples include works by U.S. artists like Mierle Laderman Ukeles’s Washing/Tracks/Maintenance (1973),
Martha Rosler’s Semiotics of the Kitchen (1975), and Suzanne Lacy’s Learn Where the Meat Comes From (1976).
48
Álvarez, Engendering Democracy in Brazil, 50.
49
However, it is unknown if any of the artists in this study specifically read Studart’s book.
47

49

women to find work outside the home. General Artur da Costa e Silva’s administration (1968–
69) and that of his successor General Emílio Médici (1969–74) enacted policies that favored
business, promoted foreign investment, and undertook massive development projects. This
resulted in the so-called Brazilian “Economic Miracle,” a period during which urban middle- and
upper-class women saw their standards of living substantially increase.50 While middle-class
women were still largely responsible for managing their households in their roles as wives,
mothers, and homemakers, new activities also became available to them, including increased
opportunities for higher education, and access to technical and professional occupations outside
the home. However, these opportunities were made possible to them with the help of low-paid
domestic servants, who were usually women of color.51 It was against this conflicted historical,
racial, and economic backdrop that Andrade and Parente reflected on the shifting attitudes
toward women and their roles in the home and the workplace in their performances-for-camera.

Video Art in Brazil
Artists’ reflections on the domestic sphere were made even more effective through their
use of video, a medium that is particularly suited to documenting private/domestic spaces and
daily life.52 However, video equipment was not widely accessible to Brazilian artists until 1974.
Although the Sony Portapak was available to a handful of U.S. artists as early as 1965, few
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Brazilian artists were initially able to purchase the device due to its prohibitive cost.53 A 1974
letter from Brazilian curator Aracy Amaral to Suzanne Delehanty, the Director of the ICA,
underscores this limitation. Amaral writes, “Most young artists in Brasil [sic.] work with
photography and even S-8 [super-8] but not video-tapes. Really, our environment cannot afford
these experiences, and artists generally wouldn’t have the equipment to try.”54 Instead, Brazilian
artists first experimented with film and what were known as “audio-visuals” (slide shows with
sound).55 In fact, according to video historian Arlindo Machado, it is not possible to fully
understand the development of video art in Brazil without also considering the previous
proliferation of artists’ films and audio-visuals (discussed in Chapter Two).56
Video art finally blossomed in Brazil in between 1974 and 1975, due to external
stimulation from the U.S. in the form of an exhibition titled Video Art. In April 1974, Suzanne
Delehanty asked Walter Zanini, director of the Museu de Arte Contemporânea do Universidade
de São Paulo (MAC-USP), to recommend some Brazilian video artists for an upcoming global
survey of contemporary video art to be held in early 1975 at the ICA.57 Zanini saw Delehanty’s
inquiry as an opportunity to instigate new video production. By October, he was finalizing a list
of artists’ names, and in December 1974, he wrote to say several Carioca artists had completed
videos, and that he would send them for her approval. Apologizing for the long time it took him
to get the videos to her, he explained in a letter, “Believe me, it was quite a task for all of us to
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achieve these works, such were the difficulties the artists found in making them. It was the first
time that VT [videotapes] were done in Brazil . . . [the ICA show] was the inicial [sic]
stimulus.”58
Zanini had managed to spearhead this initiative by reaching out to Anna Bella Geiger,
who had previously worked in film and audio-visuals, and who borrowed a Portapak from a
filmmaker acquaintance named Jom Tob Azulay (b. 1941), who had recently returned to Brazil
from Los Angeles with a camera.59 Zanini invited Geiger to create new video works for the show
and asked her to recommend other artists as well. Geiger in turn asked some of her students from
her art classes at MAM-RJ to participate.60 Ultimately, Zanini’s and Geiger’s leadership helped
form the Rio-based group that would come to be known as the video art “pioneers,” which
included both Sonia Andrade and Letícia Parente, as well as Fernando Cocchiarale, Ivens
Machado, Paulo Herkenhoff, Miriam Danowski, and Ana Vitória Mussi.61 With Azulay as
cameraman, Geiger and her students recorded their initial video experiments in the autumn of
1974. They later taped other works, including those by Andrade and Parente that form the core of
this chapter.
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It is likely that Geiger and her circle initially used the Portapak system known as the
“Video Rover 2” (or the Sony AV-3400/AVC-3400), which had been launched in 1969, as well
as the EIAJ-1 format of half-inch, black-and-white, open reel tape (Fig. 1.7).62 The two-piece
unit included a hand-held camera (with built-in microphone), and an almost 19-pound VTR
(video tape recorder), a unit slung over the shoulder in a plastic case, that contained a half-inch,
reel-to-reel, helical scan tape recorder.63 It was common for VTR units to get knocked around
during taping, often causing tapes to jam and/or video heads to clog, and for this reason,
Portapaks were not considered totally reliable. Furthermore, editing was not possible (beyond
rudimentary in-camera editing), and the image quality was not high.64 These limitations
determined the form of early videos, including most of the works analyzed in this chapter by
Andrade and Parente.65 Because of the inability to edit, artists usually shot their videos in one
take, with either static framing, or the use of simple zooming.66 And though they were touted as
“portable,” Portapak cameras and VTRs had a 30-minute capacity, a 45-minute battery life, and
were much heavier than Super-8 cameras, which may also explain why many of the early videos
were often shot inside or nearby artists’ homes.67
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Elena Shtromberg suggests that as the dictatorship became increasingly hostile toward
free speech, especially on television, artists sought out video art as an analogous medium that
afforded covert modes for expressing subversive speech.68 By cloaking their dissent in the
ambiguous languages of performance and conceptual art, artists made works that were largely
illegible to media censors and moreover, largely ignored. The circulation of these videos was
also limited to small-scale art world audiences in spaces for experimental art, film festivals, and
other underground locales (and even inside artists’ homes), further protecting them from
surveillance and punishment.69
Although these questions of circulation were important, what attracted these video
“pioneers” to the medium was also its formal characteristics. According to Geiger, prior to
making any videos, she met with Andrade, Cocchiarale, and Machado to discuss “the intrinsic
qualities of the camera, with its light grays and blacks, the rare character of the image, its twodimensional perspective, the performance, and the timing.”70 Elaborating video’s characteristics
as a medium in 1980, French-Brazilian critic Sheila Leirner claims that unlike film, video did not
have a “frame” or an “image” because it was not a physical material with an image indexically
branded onto its substrate.71 Rather, she wrote, it was “curiously dematerialized and non-
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objective,” which is why she felt it was so apt for capturing performance.72 Like Geiger and her
students, Leirner understood video’s central attributes to be its ability to record time and to
synthesize image and sound, which Leirner associated with spontaneity, creativity, and the
observation of events in real time.73 Andrade and Parente also exploited these features to
emphasize the real-time unfolding, duration, and tedium of daily domestic activities.

Sonia Andrade, Fio, Pregos, and Gaiolas (1977)
Sonia Andrade took advantage of these unique characteristics of the medium in a series
of videos she made in 1977 that portray domestic spaces and everyday objects as carceral and
torturous. Though her video artworks from the 1970s and early 80s appear to confront issues
related to gender, she has never identified as a feminist and she has refuted any alignment of her
practice with the feminist art movement.74 She also unequivocally states that she never intended
her work to address women’s experiences.75 Nonetheless, as I will demonstrate, many of her
video performances can benefit from being interpreted through a feminist lens, because they
explore themes of domesticity, conflating the dictatorship’s repression with daily modes of
patriarchal oppression.
Before becoming an artist in the early 1970s, Andrade had married in 1958, and had three
children.76 After divorcing her first husband, she studied in the studio of painter Maria Teresa
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Vieira from 1971 to 1973, and then began taking experimental art classes with Anna Bella
Geiger at MAM-RJ alongside Parente and others, from 1973 to 1974.77 She made her first video
artworks during this period which were among the first videos made in Brazil. In 1975, at the age
of 40, Andrade remarried, and between 1975 and 1977, she made videos, as well as sculptural
and multi-media installations. She showed her work in a range of galleries and museums, as well
as video festivals and exhibitions in Brazil and Latin America.78 In 1978, she moved to Paris and
in 1982 to Zurich (but not in exile from the dictatorship); she equally divided her time between
Rio and Europe during those years, eventually returning to Brazil permanently in 1998.79
The works by Andrade that I analyze in this chapter come from an untitled video series
often referred to as the Primeira série (first series).80 Made between 1974 and 1977, during
Brazil’s political transition from the anos de chumbo to the distensão (relaxation, 1974–79), this
series comprises a set of eight, short black-and-white Portapak vignettes in which the artist tests
her physical limits and engages the televisual apparatus. This section focuses on three videos in
the series that specifically address household objects and activities in terms of violence: Fio
(Thread), Pregos (Nails) and Gaiolas (Cages), all shot in 1977. In these works, Andrade
performs painful tasks using everyday objects such that they appear as tools of punishment or
imprisonment. Andrade taped all three of these un-edited videos on half-inch, black-and-white,
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reel-to-reel Portapak tapes. They exhibit a simple framing that is usually a static shot, with the
exception of occasional zooming in and out, simple tactics that Andrade uses to help her preplanned actions appear improvisational as they seemingly unfold in “real” time.
Fio (Thread, 1977, Fig. 1.8), the third in the series, presents the household item of
monofilament thread as a material of abuse and restraint. The approximately two-and-halfminute video opens with a shot of the artist, expressionless and seated against a brick wall, her
head framed from the shoulders up in a T-shirt. She begins the action by calmly lifting up the
nylon filament pinched between her forefingers, which she carefully threads through her left
earlobe piercing, turning her head down and closing her eyes as she guides it through. She
readjusts her head to face forward, and threads it through her right ear, struggling to get it
through the earlobe hole. Once she has both ends of the thread “anchored” in her ears, she
meticulously begins to wind it around her lower face with one hand, while taking care to hold her
ear near its entry point to keep it in place with her other hand. She continues the action, winding
the thread around front to back, while also bobbing her head up and down as the thread binds and
disfigures her features, including her mouth, nose, eyes, and forehead. The distortion of her face
is immediate, and she begins to look battered beyond recognition. She continues methodically
wrapping until all her skin and facial features have become completely distorted. At the end, she
sits facing the camera, looking disturbingly mutilated, with her eyes closed and her mouth
appearing almost sewn shut, until the shot fades to black.81
Pregos (Nails, Fig. 1.9), the fifth vignette in the series, presents the home repair tools and
household items of a hammer, nails, and cord as instruments of psychological suspense and
imminent violence. The approximately five-and-half minute video opens with a shot of the
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artist’s right hand placed palm-down on a wooden surface. With her other hand, she carefully
positions a nail to the left of her thumb, with its point piercing down into an unseen groove in the
wood that holds it in place. She leaves it there, standing on its own. With the same hand, she
picks up a hammer, and begins to bang the nail forcefully. Next, using the same technique, she
positions a nail on the right side of her hand next to her pinky, and hammers it into place. She
does the same several more times, squeezing nails between the gaps in her fingers. At one point
the camera zooms in on her middle finger and a nail as she hammers it and then zooms back out.
As she bangs on each nail, the viewer feels a sense of implicit danger that the hammer might slip
and hit her fingers. At times it does, her fingers flinching in pain. After fixing six nails into place,
their heads poking out awkwardly in different directions, she pulls out a snaking expanse of flat
medium-weight black plastic cord, which she methodically weaves around the nails. Much
weightier than a thread or a ribbon, she labors to loop and knot the bulky cord around the
metallic spikes. She continues until there is a dense coil trapping her hand beneath, at which
point she stops and the screen fades to black.
Finally, Gaiolas (Cages, Fig. 1.10), the sixth video, depicts cages—household objects
and miniature homes themselves—as constraining and carceral. The approximately three-minute
video opens as the artist sits cross-legged on a patio surrounded by a variety of bird and animal
cages of various sizes and shapes. She casually reaches to her left and grabs a circular birdcage
and puts it on her head so that it is completely engulfed in the cage. Next, she places her right
foot into a slightly larger circular cage, followed by her left foot, which she places into a long
rectangular cage. She places her left hand into a cube-shaped cage, and with the cage impeding
that hand, she laboriously places her left hand into a smaller cage, knocking over the larger
rectangular cage in the process. Once all of her limbs are caged, she struggles to stand up, as the
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camera pans out to reveal her whole body and the expanse of the plant-lined patio. She then
walks straight-faced toward the camera, but she is unsteady on her feet as she awkwardly and
slowly hobbles forward like a drunk stumbling down the street, hunched over with her limbs at
odd angles. The effect dehumanizes her body and her motion, so that she appears like a cross
between a scarecrow and a robot. She continues to get closer and closer to the camera, dragging
her caged feet on the floor, almost tripping on the encumbrances, until she lunges toward the
camera, her head filling the frame, as the screen fades to black.
Overall, these three vignettes link domestic objects, activities, and spaces to
imprisonment and violence in order to obliquely critique authoritarian violence, repression, and
censorship. The artist has explicitly connected these works to the torture and violence the regime
propagated during the anos de chumbo, still fresh in Brazilians’ memories in 1977, and the ways
these related to everyday life, stating that her videos corresponded to “the torture that was
practiced in prisons in Brazil during the dictatorship, [and also] . . . to all kinds of torture of
different origins that human beings suffer in their daily lives.”82 Art historian Kristine Stiles has
suggested that some U.S. feminist artists used household spaces and imagery in their art as “an
enabling refuge and a laboratory for discovery.”83 Likewise, some Brazilian artists used the
privacy of their actual homes as spaces that were safe from state surveillance.84 Yet, as
Andrade’s videos show, they also used household imagery as a metaphor for confinement.
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Andrade underscores this sense of containment inside the home through her actions and
her attention to the television monitor itself, through which, Elena Shtromberg suggests she
“awkwardly attempts to contain bodily excess for electronic display.”85 The monitor within
which the video is screened functions to frame and contain Andrade’s body. She plays with the
ways her body appears confined within the boundaries of the box, further underscoring their
associations with imprisonment and potential violence.86 For instance, in Fio, the artist’s cropped
head, decontextualized from the rest of her body, is the focus, emphasizing the deforming effects
of the binding of her skin. The cropped framing of the hand in Pregos presents the artist’s body
as fragmented, the borders of which are opened up for possible penetration by a sharp
threatening object (the nails), thus concentrating the spectator’s attention on the perceived threat
of violence. In Gaiolas, Andrade at first depicts her entire body as a whole, but the cages that
segment and confine the limbs have the effect of cutting it up, as does the recording apparatus
itself, when at the end, her body engulfs the camera and exceeds the screen’s frame.87
Andrade has stated that her acts were not literally painful; thus art historian Elisa Iop has
described them as forms of “theatrical self-aggression.” 88 Nonetheless, they do imply self-harm
and visually evoke violence and pain. They thus recall the kinds of U.S. and European
performance art of the same period that involve self-harm, sometimes described as being
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“masochistic.”89 Several art historians use the term “masochistic performance art” to describe
U.S. and European performances of the 1970s that involve self-harm, including those by Vito
Acconci, Chris Burden, Barry Flanagan, and Gina Pane, 90 and it is a useful concept for thinking
about the works in this chapter as well.91
Art historian Kathy O’Dell has analyzed these types of performances by focusing on their
photographic documentation to argue that viewers of masochistic performance make a tacit
agreement with the artist by choosing to witness their violent acts, entering into an implicit
“contract” with them; this results in the spectator’s complicity in the masochistic act being
performed and makes them aware of their responsibility in the broader social “contract.”92
Echoing O’Dell, Shtromberg posits that the potential pain Andrade may inflict on herself in
binding her face in Fio or inadvertently hammering her hand in Pregos, “provokes discomfort
and anxiety in the viewer who becomes implicated in the violence through the process of
watching the apparent suffering.”93 Hence, Andrade provokes a productive tension between
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spectator and audience, perpetrator and victim, and imprisonment and liberation, utilizing her
mundane tasks to transgress and resist social and political codes of conduct.94
O’Dell further argues that one reason masochistic body artists engaged in self-harm was
to address the volatile social and political issues affecting their lives, including “alienation in art
and everyday life; the psychological influences of the domestic site; [and] the sensation of being
both a subject and object,” themes also of concern to Andrade in her attention to the social
trauma caused by the dictatorship, its effects in the home, and her objectification of her own
body.95 Furthermore, O’Dell posits that masochistic body artists “took suffering upon
themselves in order to point to trouble in two interconnected social institutions: the law and the
home.”96 Through theatrical self-aggression, Andrade marshals similar strategies to call attention
to the tensions between violence in the public, political realm of the dictatorship and her relative
safety within the domestic sphere. She articulates these tensions, explaining:
I was never directly disturbed [by the dictatorship]. I was not militant . . . I was a
housewife who worked ten/eleven hours a day, had three children . . . at home to take
care of, [but] I had pretty close friends . . . who were arrested, and tortured . . . [so] I was
within this context of violence.97
So while Andrade feigns hurting herself as a mode of connecting with the broader social
sphere—especially those that had actually been imprisoned, abused, and tortured—her modes are
indirect, covert, and metaphoric.
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Shtromberg argues that Andrade directly challenges state censorship of violence on
television by presenting self-inflicted pain on her own body via the format of the televised
screen—but that her pain reveals a “subtle optimism” because Andrade is both “active
perpetrator” and “passive recipient of bodily violence.”98 Shtromberg also suggests that Gaiolas
is hopeful, because it depicts Andrade moving forward, transforming a cage from “a symbol of
captivity . . . [to] a symbol of freedom.”99 I find these readings hard to reconcile with the bleak
tenor of these works. They appear far from optimistic in exploiting the pain of self-entrapment
and self-harm.
Read through the lens of gender, they evoke violence against women—including its
domestic and state-perpetrated forms. It is important to remember that female victims of state
repression were brutalized, sexually assaulted, and abused in ways that underscored the
inconsistencies of the military’s ideological adulation of femininity epitomized by motherhood
and homemaking.100 Furthermore, the kinds of bodily violence and entrapment Andrade
manifests not only evoke the techniques of state torture used against dissidents, but they also
recall domestic violence and femicide. Today Brazil has one of highest rates of femicide in the
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world,101 and despite a lack statistics on femicide in the 1970s, anecdotal evidence demonstrates
it was also high then.102 As Andrade wraps her own head with thread in Fio, assaults her own
hand with a hammer and traps it with cord in Pregos, and stuffs her own limbs into cages in
Gaiolas, we are reminded of these very specific forms of state-sponsored torture experienced by
female dissidents, as well as the broader ways women’s bodies have been brutalized throughout
history until the present. For instance, in Fio, Andrade presents filament as a tool of self-inflicted
harm that suggests strangulation or tying up a victim, forms of abuse often associated with male
violence against women.103 The camera’s framing of her head decouples it from her body,
conjuring decapitation, one of the more horrific torture techniques used by the regime.104
Andrade’s hammering hints at bludgeoning, and the nails at stabbing, other common forms of
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domestic abuse in Latin America.105 When Andrade places her limbs into cages in Gaiolas, they
appear fragmented and severed, recalling dismemberment, one of the more gruesome torture
techniques used by both the regime and the perpetrators of femicide.106
Andrade also objectifies her body by treating it like the household items she uses to
perform her tasks. In Fio, her head looks like a tightly and haphazardly trussed piece of meat,
and in Pregos her hand, like an object to be hammered into place. In Gaiolas, Andrade equates
the female body with an animal to be caged.107 She also emphasizes her inability to walk with a
robotic and mechanical gait, a gesture she employs to further dehumanize herself. These acts
recall broader feminist critiques of the objectification of women’s bodies in the mass media and
in society at large. So, despite Andrade’s disavowal of feminism, her videos can be interpreted as
constituting a specifically gendered critique of state-sponsored incarceration and torture of
dissidents, albeit one that reveals her ambivalence toward taking explicit feminist positions.
While none of Andrade’s objects (hammers and nails) or spaces (brick wall or outdoor patio)
immediately recall the “feminine” realm, they nonetheless refer to the home, and she privileges
her own female body as a site of contesting social values and norms. Through her use of
household items for self-harm and her engagement with her own body as the place that harm
takes place, Andrade draws inescapable parallels between patriarchal state-sponsored oppression
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in public and violence in the home, revealing the role gender oppression plays in disciplining
bodies both institutionally and in women’s daily lives.

Letícia Parente, In and Marca Registrada (1975), and Tarefa I (1982)
Andrade’s friend and colleague Letícia Parente also navigated the dual pressures of
motherhood, housework, and her career as an artist, and used them as fodder for a series of
videos she made between 1975 and 1982.108 These include In (1975), which centers on the act of
hanging up clothes in a closet, Marca Registrada (1975), which incorporates sewing/embroidery,
and Tarefa I (1982), which tackles ironing, all of which she performed in her own home.109
Drawing on her experiences as a mother, homemaker, and scientist, she devised experimental
tasks exploring her domestic roles and chores and testing their limits to address both the
gendered and racial divisions of labor and the state-sponsored violence of the dictatorship.
When Parente began making video art in the mid-1970s, she was a mother of five
children in her mid-40s. She had also already established a successful career as a scientist. After
receiving a bachelor’s degree in chemistry in 1952 in her native Salvador da Bahia, and marrying
in 1955, she moved to Fortaleza in 1959, where she began teaching undergraduate chemistry
courses at the Universidade Federal do Ceará in Fortaleza in 1961. In 1971, she moved to Rio de
Janeiro to pursue a master’s degree in chemistry at the Pontifícia Universidade Católica (PUC-
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RJ), while also taking art classes in the workshops of Ilo Krugli and Pedro Dominguez.110 In
1974, she began taking courses in “art research” taught by artist Anna Bella Geiger at MAM–RJ.
Through these classes she first experimented with video, eventually becoming one of Brazil’s
video art “pioneers,” working with this medium until the mid-1980s. As a mother, a science
professor, and an artist, Parente confronted the working mother’s classic challenge: striking a
balance between her career and her duties at home, and at a time when there were still very few
mothers who were also professionals in Brazil.
In one of Parente’s earliest video works, titled In (1975, Fig. 1.11), she represents the
household chore of hanging up laundry and placing it inside a closet.111 It is an approximately
one-minute, black-and-white, half-inch Portapak video of a performance by the artist.112 The
video cuts to a shot of a closed white closet door, framed from a fixed point.113 The artist appears
before the camera, wearing white pants and a long-sleeved shirt. As she walks into the frame, the
camera pans down to her legs, revealing that she is barefoot beneath her wide bell-bottoms. She
stands in front of the empty closet, divided up into different shelves. Opening the doors, she
steps inside, and nonchalantly climbs onto the shelving, which boosts her up toward a rod at the
top, from which a single coat hanger is suspended. It looks as if she is walking into a framing
device that functions to contain her body. Once inside, she reaches for the hanger; the camera
pans up and then zooms in for a close-up of her upper body.
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Grimacing, she struggles to wedge the hanger under the shoulders of the backside of her
shirt near her neck. For a moment it looks like she is hanging herself, a particularly eerie image
given the fact that the closet is empty and contains only her body. In the background, we hear the
sounds of beeping horns and a rhythmic banging, which we assume to be the usual city sounds
outside her apartment. Like a beating metronome, these noises add a sense of tension to the
difficulty she confronts in cramming the hanger’s wiry protrusions into her clothes and trying to
make them conform unnaturally to the contours of her body. Once she has positioned the hanger
into place, giving her the bizarre appearance of having a flattened and stretched out humped
back, the camera pans back out to show her whole body in the closet. She quickly reaches for
each closet door to shut herself inside. The camera lingers on the closed doors for several
seconds before cutting to black.
Parente’s absurd act appears to reference torture and imprisonment. Artist Myriam Gurba
has even suggested that it may have specifically referenced Vladimir Herzog’s impossible
“suicide” and the incongruity of the Brazilian military’s lies surrounding his murder while in
police custody.114 Though prison officers claimed to have found Herzog hanging from a strip of
cloth near a window in his cell as an apparent suicide, there was evidence on his corpse of torture
by electric shock. Whether Parente intends to reference Herzog specifically, or torture by
hanging more generally, she performs a commonplace-act-turned-macabre, and thus invites a
reading of the work as a critique of the dictatorship.115
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In also implies imprisonment and containment through its framing. The use of the
camera’s zoom feature to focus on close-ups of her body as she fumbles with the coat hanger
emphasizes the sense of confinement in this cramped space. The viewer’s sense that Parente is
performing the act for a single cameraman in an otherwise empty room brings the spectator into
an intimate relation with the space. The television monitor, on which spectators would have
originally viewed the work, also functions as a framing device, further enclosing her. The lowgrade picture quality of the half-inch video tape also inadvertently helps to enhance the feeling of
anxiety the video provokes. Multiple black horizontal lines intervene in the image, creating a
visual disturbance that causes tension and a sense of unease. The audio recording is distorted,
exaggerating the background sounds and the hum of the camera itself, further amplifying this
disquiet. The result is a somewhat jarringly loud soundtrack for an activity that is essentially
silent. The tonal dullness of the grays with a lack of contrast between light and dark, and the low
picture resolution generate a humdrum sensibility to an activity that is anything but.
Parente’s references to the closet as a space of imprisonment is also gendered. Echoing
Studart’s claims in Mulher: objeto de cama e mesa, architectural historian Mark Wigley has
described domestic architecture as placing women on “house arrest.”116 According to Wigley, the
patriarchal western imaginary has historically framed women’s sexualities as “overflowing” and
as a threat to men’s boundaries, requiring their confinement within artificial boundaries and their
obedience to “the law of the father,”117 which the containing walls of the home epitomize:
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The house is itself an effect of suppression. The classical figure of the feminine is that
which lacks its own secure boundaries, producing insecurity by disrupting boundaries,
and which therefore must be housed by masculine force . . . Masculinity is not only
erection but also enclosure, the logic of the house is as phallogocentric as the tower.118
Like Wigley, who contends that homes function as masculinist enclosures for containing and
controlling women, I argue that Parente uses the confining space of her own closet to suggest
that the same paternalistic systems that confine and repress women under authoritarianism also
structure the home.
This reading of the home as a device of women’s containment is supported, but also
complicated, by another work in which Parente uses her closet. Titled Eu Armário de Mim (Me,
Closet of Myself, 1975, Fig. 1.12), it is an audio-visual: a series of black-and-white slides set to a
soundtrack.119 It explores another interpretation of a woman’s relationship to the home with
domestic spaces and objects as stand-ins for the self. It opens with a photographic still of the
closed white doors of the same closet depicted in In.120 The sequence of slides that follows depict
the doors opened, this time with the closet’s square nooks filled to the brim with different
household items: piles of shoes (some hanging by their laces from the rod); white hanging and
folded shirts; black hanging and folded clothing; neat stacks of chairs and stools; foodstuffs (with
a sausage and onions hanging from the rod); scientific and medical equipment lining the shelves
(with X-Rays of a chest hanging from the rods); crumpled paper; and even her five children.
Throughout, the image of the closed doors appears every three or four slides, creating a rhythm
of open and closed space, culminating at the end with the doors closed.
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Curator Katia Maciel has suggested that for Parente, “the house” functioned as a
metaphor of her own body.121 Letícia’s son, artist André Parente has asserted that his mother
viewed both the body and the house as “privileged spaces to express . . . the wall that separates
. . . what frees us from what imprisons us.”122 This more hopeful interpretation of Parente’s
relationship to her home and the outside world suggests that while she viewed the public sphere
as repressive, she saw her home as a refuge. André Parente’s interpretation of Eu Armário de
Mim as a “weird taxonomy and miniature portrait of . . . the artist” that explore the multiple
dimensions of her identity is compelling. Even so, I still argue that the photographs’ images
implicate the home as a disciplinary space and reveal the ways that Parente felt overwhelmed
and repressed by the trappings of her household chores and belongings.123
In a related poem, also titled “Me, Closet of Myself,” which Parente originally read on
the audio soundtrack, she writes:
Me, closet of myself. / Tell me what I contain. [. . .] Bad dressed up as pain. I record the
battles of flesh. / The condition of being is sometimes a burden. [. . .] / Cure my own
pain. [. . .] / To get rid of the dust, the blood, the detritus. Here is the daily work. [. . .] / It
is necessary to prevent risks / to muzzle freedom . . . . Me, closet of myself / I am
multiplied in myself . . . .124
Here Parente seems to explore the idea of her own body as a closet inside of which she is
trapped. She compares daily life, work, and activities to pain and even suffering. She underscores
bodily pain and accumulation. In each slide, we see the closet filled with items organized and
categorized by type, evoking her displaced and multiplied selves. While a closet filled to the
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brim with different objects might suggest a “cabinet of curiosities,” the historic collecting
practice prior to the Enlightenment, Parente displays the banal and the quotidian, rather than
items of wonder, underscoring her daily identities: mother, homemaker, scientist, professional.
The compulsive nature of her gesture also comes across as somewhat neurotic, like a hoarder
trying to discipline her uncontrollable collections of things through taxonomy. As French
philosopher Gaston Bachalard, a major theoretical influence on Parente, points out in his writing
on wardrobes, they “are veritable organs of the secret psychological life . . . [their] inner space is
also an intimate space, space that is not open to just anybody.”125 The objects inside come as
stand-ins for the self, and the closet as a stand-in for the body.
Critic Rogerio Luz acknowledges that while Parente was concerned with “. . . the
situation of women in society,” she did not intend her work to be “political-ideological,” but
rather, “poetic.”126 Like Andrade, she hedged on taking a direct or militant political position,
likely wishing to maintain a covert form of critique in the face of the dictatorship’s retribution
toward dissenters. However, her works do contend more forcefully with gender than the
previously-discussed works by Andrade.127 While both women use their own bodies as a site for
theatrical torture with household items, Parente’s iconography—a closet, a hanger, and implied
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clothing—are more explicitly coded “feminine” and reference traditionally female household
labor. They also more directly recall Studart’s message in Mulher: objeto da cama e mesa, that
the domestic sphere was like a jail that imprisoned women. So, while both artists imprisoned
themselves—Andrade in cages and Parente in her closet—in Andrade’s Gaiolas, the artist moves
in an outdoor patio, while Parente completely confines herself to the closet, where her body—
whether her actual body or her various accumulations as stand-ins—remains locked away.
Ultimately, In draws an oblique equation between daily chores and an act of torture, and
between a domestic storage space and a prison cell. Eu Armário de Mim, through its rhythmic
succession of projected still images paired with the spoken word soundtrack, evokes a subjective
sense of a woman’s multiple identities, her feeling of entrapment within her own body, and her
inability to fully reveal or express herself within normative society, implying that women must
regulate the disorder of their multiple selves and contain or hide them away in order to conform
to disciplinary norms. In both cases, Parente links domestic space and the daily chores and
objects that it houses to women’s bodies and subjectivities, and equates them with disciplinary
forms of punishment and containment. However, Parente’s matter-of-fact approach to an absurd
gesture in In suggests a more pointed critique than her images in Eu Armário de mim: using the
subtle strategy of deadpan humor as a form of critique and dissent.
In another video from the same year, Marca Registrada (1975, Fig. 1.13), Parente
explores women’s traditional domestic work, specifically sewing and embroidery, to critique
broader social repression. The approximately ten-minute, black-and-white, half-inch Portapak
video, also shot in one continuous take, depicts the artist sewing words with thread into the soles
of her feet.128 The video opens with the camera panning the artist’s bare feet, ankles, and her
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nightgown hemline as she walks across a tiled floor of what appears to be a kitchen or a patio.
She sits, but we do not see her face. The camera zooms in on her hands delicately holding a
thread, which is blurry for a few seconds before the camera finds its focus. She carefully
attempts to guide the thread through a needle grasped between her fingers, which she
accomplishes only after some struggle. As her hand pulls out of the frame, the camera pans down
through a field of blurry gray, finally arriving at a close-up shot of the sole of her foot.
The artist decisively pricks the needle into her foot, stitching the thread into the top layer
of her skin. The sewing continues for the duration of the video. Anchoring the thread into tiny
points in the skin, she creates shapes, first on the ball of her foot, then her on arch, and last on
her heel. Slowly a word (in English) appears—“MADE”—spelled out with crude lines of thread.
At the end of the letter “E,” she cuts the filament with a tiny pair of scissors, and begins again in
the middle of the foot, spelling out the word “IN” using the same rudimentary lettering. At the
end of the letter “N,” she clips the string with the scissors, and plunges the needle into her heel,
sewing until she spells out the word “BRASIL” (the Portuguese spelling of Brazil). She cuts off
the thread at the end of the L, and the camera zooms out to reveal the entire sole of her foot
which now reads: “Made in Brasil.” She then sews back over the “S”, the “I” and the “L” one
more time with the thread, apparently to make them more legible. At the end, she places her foot
back down on the ground and calmly walks away.129
Elena Shtromberg has argued that this work addresses a range of issues from statesanctioned censorship and economic imperialism to consumerist objectifications of the female
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body.130 The phrase “Made in Brasil” was likely borrowed from the refrain of Tom Zé’s song
“Parque Industrial” (Industrial Park)—“Because it’s made, made, made in Brazil.”131 According
to music historian Christopher Dunn, the song “satirizes the redemptive promises of
consumerism.”132 The title of Parente’s video ironically implies that by “trademarking” her own
body, she is objectifying it like a product for sale.133 Her strategic use of two English words—
“Made in” with the Portuguese word for Brazil, “Brasil”—could be seen as a critique of U.S.
involvement in Brazilian economic affairs. Her action has been interpreted as referencing a range
of socio-political issues—from the exportation of Brazilian products to U.S. markets and the
increase in the country’s foreign debt during the military dictatorship, to the production and the
circulation of Brazilian art in the global economy.134 Hence, as Parente appropriates the
imperialist trademark to claim her body as “Made in Brasil,” she also implies that corporate and
state interests could export it to trade partners to own and control it. Shtromberg has even
suggested that the phrase might directly reference U.S. involvement in the 1964 coup that
installed the military dictatorship.135
These readings are persuasive, but do not account for the work’s relation to gender. The
most important aspect of the work is that the action Parente performs—embroidery—is uniquely
gendered, and references women’s bodies, labor, and domestic space. Like most of Parente’s
other videos, she performed Marca Registrada inside her own home. Indeed, the building she
lived in at the time happened to be called “Edifício Brasil,” or Brazil Building.136 Thus, the work
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was not only “Made in Brasil”—her country—but also, literally made in the building in which
she resided. Read through a feminist lens, at the heart of the video is the artist’s meditation on
her own pain and its relationship to domestic space and the traditionally “feminine” domestic
task of embroidery, now wielded as an instrumentalization of corporeal and gendered
violence.137
As critic Claudio Costa has pointed out, by turning to embroidery, Parente both affirms
and rejects prevailing female roles in Brazil.138 Sewing and embroidery have a specifically
gendered history in Brazil, as they do across the Americas. Dating back to the colonial period,
social protocols deemed sewing and needlework to be the exclusive domain of women as
“virtuous” activities for elite women and girls who were trained exclusively in the “domestic
arts”: sewing, spinning, weaving, and embroidery, as well as cooking.139 Throughout the 18th
and 19th centuries, elite women were confined to the home, and received a very limited
education, which focused on sewing and embroidery, and only enough math to manage a
household.140 In the early twentieth century, middle-class housewives were still expected to
spend their time embroidering and sewing, along with light housework (presumably assisted by a
domestic servant).141 In the Brazilian cultural imaginary, as elsewhere in the West, sewing was
strictly coded as women’s work.
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By inflicting pain on her own body through a task socially expected of women, Parente
connects women’s prescribed roles to specific forms of repression by the state. She engages the
normative domestic activity of embroidery, repurposing the activity as self-injury, as a mode for
appropriating the language of economic imperialism to convey a subversive message about the
exploitation of Brazil’s resources for export. Not only does the artist use her own body as a site
for exercising free speech, but she also short-circuits the link between freedom of expression and
a gesture symbolic of torture. Prolonged electrocution applied to the soles of the feet was a
common technique among the military police at the time.142 By sewing on the bottom of her feet,
Parente seems to allude to this form of torture, the evidence of which she then hides from view
as she stands and calmly walks away.
By sewing on her own body as a form of precise and unflinching self-harm, Parente
associates this “feminine” activity with pain. Unlike Andrade’s theatrical self-aggression, in
Marca Registrada, Parente actually hurts herself: describing her experience, she claimed: “It’s an
agony! It’s afflicting, because the needle goes in, hurts my foot.”143 In this way it more closely
parallels the masochistic body art practices by U.S. and European artists of the 1970s discussed
by O’Dell. Nelly Richard has also explored masochistic body art in Chile in the 1970s and early
80s—which she terms “painful acts” or “acts of mortification”—as sacrificial.144 She specifically
argues that artists Raúl Zurita (b. 1950) and Diamela Eltit (b. 1947) resisted the constraints of
Chilean authoritarianism through their masochistic performances, contending that their violence
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toward their own bodies in various performances that involved burning and cutting themselves,
indicated a sacrificial or martyred subjectivity.145 She continues that they, “appealed to pain as a
way of approaching that borderline between individual and collective experience. . . .” 146 By
inflicting wounds on themselves, she argues, they shared the physical signs of torture that many
Chileans had experienced, continuing:
Voluntary pain simply legitimates one’s incorporation into the community of those who
have been harmed in some way—as if the self-inflicted marks of chastisement in the
artist’s body and the marks of suffering in the national body, as if pain and its subject,
could unite in the same scar.147
Interpreted from this perspective, Parente’s prolonged, repeated, and painful puncturing
of her skin with the needle can be read as a gesture intended to unite her with those that had been
tortured by the state as a way to share in that pain, even though she had not personally
experienced that form of punishment.148 O’Dell suggests that in witnessing masochistic
performance art, audiences experience the self as “other” and the “other” as self. 149 She
describes this as a tacit contract between artist and audience, one that implicates the spectator
more directly in the experience of the pain that these artists inflict on themselves.150 While
watching Marca Registrada, viewers undergo such intersubjective identifications with the
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performer, wincing in anxiety as Parente dutifully completes her task. Not only are her actions
torturous, but it is torturous to watch.
Parente implicates the viewer in her act through the video medium. She forces us to
observe the action unfold up-close and in real-time: in our impatient curiosity to discover what
words Parente is writing, we cannot look away, exacerbating our discomfort. With its low
resolution, dull tonal variation of grays, and screen “tearing” (horizontal distortion lines that
interrupt the image), the video’s distortions enhance the agonizing duration of the action by
presenting it in real time, as torturously slow. The image display is blurry at times as the camera
struggles to focus. As with In, the audio recording distorts the ambient sounds and the noise of
the camera itself so that they seem unusually loud. The close-up images of the foot, which André
Parente has argued was intended to dismantle the “soothing, Cartesian image of the body,” not
only give the viewer a sense of close physical proximity to Letícia Parente’s body, but also lead
to a sense of the duality of the coherent subject, as sadist and masochist.151 The performance and
the medium work together to equate sewing and embroidery with durational torture.
Parente’s neat, contained, and cruel gesture and numb reaction to it feel painfully
complicit with domesticity and the abuse of the dictatorship to the point that it makes the viewer
uncomfortable. Much like In, Marca Registrada, represents an internalization of the cruelties of
imperialism and authoritarianism, an artistic strategy that Hal Foster has termed “mimetic
adaptation.”152 As Foster explains, mimetic adaptation is a “technique of survival through
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camouflage in a hostile environment, . . . a kind of exacerbation, whereby an excessive
identification renders the given condition absurd.”153 In other words, in mimetic adaptation
artists assume or identify with repressive conditions or hegemonies by inflating them through
hyperbole as a mode of subversion.
Parente explained that an inspiration for Marca Registrada was “a popular custom in
Bahia in which one embroiders with a thread on the palm of the hand and on the sole of the
foot.”154 This anecdote underscores Claudio Costa’s assertion that despite Parente’s “educated
middle-class” background (i.e., racial whiteness), her impulses were rooted in her “her affinity
with the urban-folk culture” (i.e., Afro-Brazilian culture).155 As such, she utilizes not just a
“feminized” practice, but also an ethnographic one rooted in the Afro-Brazilian customs of the
Brazilian Northeast where she grew up. So, in addition to being coded “feminine,” sewing has
also been historically “raced” in Brazil.156 While European colonizers brought needlework and
lace-making (renda) skills to Brazil, it was Afro-Brazilian women who took on such work during
slavery, and embroidery is still associated with Afro-Brazilian culture and women laborers to this
day.157 By alluding to an Afro-Brazilian custom, Parente draws on its connotations with gender
and race to subtly reveal the contradictions toward women’s roles and racial divisions of labor
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within the masculinist disciplinary orders of authoritarian violence and economic imperialism.
As such, she also reveals some of the slippages within Brazilian feminism and the Brazilian Left
more broadly, which in their overconcern with economic imperialism, demonstrated blind spots
when it came to race.158
Parente makes these ambivalences around the intersections of gender and race even more
explicit in Tarefa I (Chore I, 1982, Fig. 1.14), a video performance that explores another
domestic activity: ironing clothes.159 Made later than the first two videos (which were among the
first in her oeuvre), Parente created Tarefa I during the period of the abertura, just three years
before the end of the dictatorship. Like the previous two works, she presents her performance for
a single camera operator. However, unlike the other works, she does not perform alone, but with
another woman. The approximately two-minute video opens with a medium shot of an ironing
board placed in front of what appears to be the same closet doors from In. The artist, clothed in a
white jumpsuit, awkwardly straddles the board, before struggling to lie face down on it,
removing her glasses, and situating her arms so that they are curled beneath her body. The frame
cuts off her head, so that we mainly see her stretched-out body. Then another woman enters from
the left. Dressed in a maid’s uniform, we see that she is a person of color, but her upper body and
face are not visible and exceed the top of the frame; we only see her torso, arms, and the bottom
of her dress behind the ironing board. She enters carrying an iron, and unceremoniously begins
to “iron” Parente’s stretched-out backside. Parente’s pose remains rigid, like a dead body, while
the other woman rubs the iron firmly and meticulously across the clothing on her back, buttocks,
and legs. She works quickly and efficiently, stretching out sections of the clothing to iron them.
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The camera pans to the right to record the movement of the iron down toward Parente’s legs, but
by this point it is obvious that the action is a pantomime, and that the iron is actually turned off
because of the speed at which she works and the fact that the clothes do not flatten.160
By permitting the other woman to “iron” her body, Parente objectifies it: it evokes both
clothing and a lifeless a corpse. In this way the video functions as a critique of both the
monotony of housework and the dictatorship’s violence. Unlike Parente’s earlier videos, she
recorded Tarefa I in color Betamax, rather than the black-and-white, reel-to-reel Portapak.161
Even so, like the previous tapes, its image quality is rather low. It is overexposed with extreme
contrasts of light and dark, and some of the lights and whites are completely washed out. Despite
being color, there is not a broad range: the lights appear yellowish and the shadows are violet. As
with previous videos, there is some image distortion, including slight screen tearing and a low
resolution between, but there is enough color and detail to discern that Parente is white and the
other woman is black.
In its critical representation of ironing as women’s work, Tarefa I recalls an earlier
painting by Brazilian Nova Figuração artist Wanda Pimentel, titled Do caminho ao elo sobrehumano (From the Path to the Superhuman Bond, 1965, Fig. 1.15), that not only depicts an iron
and an ironing board (with oversized feet mysteriously peeking out from behind it), but also, the
confined space of a closet filled with hanging clothes.162 Pimentel outlines her flat shapes in
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thick black contour lines, filling them in with smooth planes of red, yellow, dark green, and
beige. The overall effect is of flattening, in which the clothes, board, and iron appear pressed up
close to the picture plane going beyond the flattening of the picture plane in Pop art to emphasize
what critic Frederico Morais describes as a sense of “oppression and confinement.”163 Like
Parente’s previous works In and Eu Armário de Mim, Pimentel’s painting suggests the closet as a
space of women’s containment. Tarefa I is equally cramped and claustrophobic, presenting
ironing as a metaphor of the tedium of domestic labor as well as of torture.
As with Parente’s other videos, the emphasis on her neutral affect and impassivity
functions as a bleak commentary on the gendered division of household labor and its
internalization by half the population. As Katia Maciel writes:
The artist is calm like an empty suit; she doesn’t move, she doesn’t complain, she simply
lies there. She is an ordinary piece of clothing, on any given day. [. . .] In the mistressmaid relationship there is no tension, just silent complicity.164
However, the other woman’s role, her agency, and her “complicity,” or lack thereof in this work
are ambiguous. The fact that the woman ironing Parente was her actual housekeeper in real life
complicates the idea that their roles are reversed—that it is the “domestic servant” who performs
the “abuse,” and the artist who is the “complicit” victim. André Parente, for example, has argued
that his mother purposefully utilized her own housekeeper in order to critique gender, class, and
racial discrimination, and that the black woman performs a symbolic punishment on the white
woman as a form of retribution for the history of slavery or colonialism. Like the theatrical acts
of aggression in Parente’s previous videos, the housekeeper’s action recalls a form of statesponsored torture and abuse, but this time not one associated with the dictatorship, but rather one
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dating back to the slavery period: human branding. Even so, her ironing is not aggressive or
cruel; in its banal execution, it appears ironic and bathetic.
André Parente’s description of Tarefa I as a “Tropicalist version” of Manet’s Olympia
(1863, Fig. 1.16), in its depiction of a prone white woman and a black maid, undermines his
claim that Tarefa I takes an overtly critical perspective toward the intersection of gender, class,
and race: such images have been historically interpreted as reducing them to types and erasing
their individual identities.165 Though Parente objectifies herself and submits herself for “abuse,”
she still has agency; the individuality and agency of the housekeeper—whose face we do not see,
whose body serves as a stand-in for any black domestic servant, and for whom it is unclear how
much of a choice she had in participating in this project as the artist’s employee—are not as
clearly apparent.
Rather, the work takes a more subtle approach to critiquing racial and gendered divisions
of labor than those André Parente identifies, one that requires a brief synopsis of Brazilian
histories of race. Because most of the Brazilian population is mixed-race, racial oppression in the
country was and continues to be manifested through “colorism,” derived from the racial
classifications and hierarchies of the Casta systems of the colonial period, in which people of
lighter-skin tones reap more structural and societal benefits than those with darker skins tones.166
This widespread miscegenation led to a long-standing social myth that Brazil was free of racial
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discrimination, founded on the 1930s theory of “racial democracy” by the Brazilian sociologist
Gilberto Freyre, who contended that because of the widespread racial mixing in Brazil’s colonial
past, racial prejudice simply did not exist in Brazil.167 By midcentury, the myth of racial
democracy had become entrenched, and many Brazilians believed that prejudice in the country
was related solely to class, not race.168 For these reasons, despite a professed commitment to
equality for the working classes, Brazilian second-wave feminism, like the Brazilian Left, was
largely indifferent to racial inequality.169
Despite this lack of acknowledgement that racial prejudice exists in Brazil, Brazilian
women of color have historically been subjugated by three-fold discrimination: colorism, sexism,
and economic discrimination.170 Since the colonial period, Afro-Brazilian women have been the
primary workforce providing household work for middle- and upper-class families.171 While the
so-called “Economic Miracle” led to increased opportunities for middle-class white women, who
like Parente, were able to find jobs outside the home in technical and professional fields, women
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of color largely continued to live in poverty.172 Despite white women’s increased
professionalization, in the Brazilian cultural imaginary, they were still held responsible for
maintaining the home. They were able to resolve this paradox and enter waged work, only
through their dependence on the female service sector of poorer women.173
When Heloneida Studart writes in Mulher: objeto da cama e mesa that in order to gain
equality, Brazilian middle-class women should reject their domestic duties and join the
workforce alongside men, she also acknowledges that to do so, they would need to rely on
domestic servants (who in Brazil, were usually women of color).174 Writing much later, art
historians Aracy Amaral and Simone Osthoff have also highlighted the widespread reliance of
middle- and upper-class, often lighter-skinned Brazilian women on cheap domestic labor by
poorer women of color, pointing out that it was precisely this system that enabled many white
women artists to balance their family responsibilities with their careers.175 This was the case for
all the women artists in my study, including Parente, who were middle-class Brazilians of
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European decent, not encumbered by the doubled or tripled oppression of race or poverty.176
Most of them relied on full-time or live-in domestic help in the home, a widespread practice
among the middle and upper classes across Brazil to this day. While Parente did raise five
children and was responsible for numerous daily household chores (in addition to her
professional career), she relied on the labor of a black working-class woman. Whatever Parente’s
motivation for including her own housekeeper in her video performance, like many middle- and
upper-class working mothers in Brazil (and across the Americas), she benefited from a system
that relied on and even exploited poorer women of color.177
Even so, Tarefa I is the only video performance of the period that grapples directly with
gendered divisions of labor, and the intersections of class, race, and gender oppression, and thus
is a key work for understanding Brazilian social hierarchies of the 1970s.178 Though Parente was
complicit on one level with the kinds of structural forces that have historically exploited women
of color as domestic laborers and maintained their marginalized positions, she was among the
first to bring the question of race into art discourse around women’s domestic work and
patriarchal disciplinary structures in the domestic sphere. But it is through her mimetic
adaptation of this system—excessively identifying with gender and racial divisions of household
labor through the extreme absurdity of her act and her deadpan execution—rather than an overt
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critique, that Parente indirectly reveals the problematic raced divisions of labor in middle-class
Brazilian homes. As such, her relationship with her housekeeper is ambivalent, underscoring
some of the deeper contradictions embedded in Brazilian second-wave feminism in its concern
with labor and class consciousness, but imperviousness to racial hierarchies. As such, we can
read Tarefa I as revealing the complicity of white bourgeois women—even feminists—with
these broader social hierarchies, ones bolstered by the dictatorship; showing this internalization
of repression thus represents a subtle form of subversion.

Letícia Parente, Preparação I (1975), and Sonia Andrade, Pelos (1977)
In addition to their presentation of daily domestic spaces and activities as carceral or
violent, Letícia Parente and Sonia Andrade perform daily beautification rituals in ways that are
excessive or violent. These include Parente’s video Preparação I (Preparation I, 1975), which
addresses make-up, and the fourth vignette in Andrade’s Primeira série, Pelos (Hairs, 1977),
which tackles hair removal. These videos present quotidian beauty and grooming tasks as
aggressive assaults on the body and women’s beauty standards as repressive.
The first of these, Parente’s Preparação I (Preparation I, 1975, Fig. 1.17), deconstructs
women’s beauty standards and rituals by comparing them to violent acts. The approximately
three-and-a-half minute, black-and-white, Portapak video opens with a shot of the artist in a
dark, long-sleeved turtleneck standing before a bathroom mirror with her back to the camera.179
We see both her back and the reflection of her face in the glass. She begins by briskly combing a
hairbrush through her hair while gazing at herself. She leans down to pick up and unwrap a roll
of white adhesive bandage. She carefully measures out a length of the tape against her mouth,
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and then uses a small pair of scissors to cut off a piece, nonchalantly taping it over her lips. She
whips out a tube of lipstick from a makeup compact, and as the camera zooms in, she draws a
cartoonish pair of lips onto the bandage. The camera pulls back out, and she again cuts off
another strip of the bandage, which she sticks over her right eye. She removes an eye pencil from
her compact, and as the camera zooms back in, she draws onto the bandage an almond-shaped
eye with bottom lashes radiating out from it.
Ambient domestic background noises, including a vacuum cleaner and the noise of cars
beeping outside, add a quotidian texture to the soundtrack as she cuts another strip of tape and
positions it on her left eye, again drawing an eye on top of it. The camera zooms in again for a
close-up of her face reflected in the mirror. With her eyes and mouth now completely covered,
the act of “putting on her face” has rendered her effectively blind and mute. The camera holds
the shot for several moments before pulling back out again. Despite her blindness while “gazing”
into the mirror, she uses her fingers to briskly fluff her hair, pat her cheeks, and smooth out her
eyebrows. She plucks at her shirt and pulls up her turtleneck, before turning toward the door and
exiting, shutting it behind her, but leaving it slightly ajar. As the door closes, we see her
cosmetics and beauty products carefully packed away, and hanging in an organizer on the door, a
shot that the camera lingers on before cutting to black.
Parente has described Preparação I as an exploration of the “relation of the artist . . .
with the socio-political context,” specifically “oppression and censorship.”180 According to
Giulia Lamoni, Parente’s act of rendering herself blind and mute can be interpreted as “an
everyday strategy of survival . . . [and] a reflection on video as a medium of both creation and
ideological mass control—mainly through television.”181 Lamoni suggests that it functions as a
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critique of the anxious psychological behaviors produced by political oppression such as
surveillance and the ways disciplinary forces of the state infiltrated private domestic spaces, in
this case, the artist’s very own bathroom.182 This reading is apt, but only goes so far: Parente’s
broader critique is that women’s beautification rituals, like applying make-up, are repressive.183
By applying a “mask” onto her face—significantly, a mask of bandages—Parente seems
to suggest that “womanliness” is a “masquerade,” a concept put forward by psychoanalyst Joan
Riviere in 1929, to describe women’s so-called femininity as performed, rather than innate.184
For Riviere, performing feminine masquerade is physically uncomfortable and emotionally
painful for women. Parente’s act of rendering herself blind and mute with bandages—medical
paraphernalia usually used to heal wounds—implies that hyper-feminine beauty standards and
“feminizing” oneself through the application of makeup are a form of bodily violence. She uses
her face as a support—like a canvas—for “painting” on her face, an alienated form of selfportraiture, which is externalized and disconnected from any interior authenticity, alluding to
constructions of the self that are violent or abusive.
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The forces of gender oppression women experienced during the dictatorship varied
depending on their social, political, or legal status. While imprisoned female dissidents were
physically and sexually abused, Brazilian women in society at large were obliged to conform to
stereotypical gender roles and the objectifying beauty standards disseminated on television,
especially through advertising and telenovelas, which served as media of ideological
normativity, especially regarding women’s appearances.185 These were always paired with a
pervasive fear of the possibility of state-sanctioned violence on one hand, and domestic violence
on the other. From this perspective, we can interpret Parente’s actions not only as a critique of
the objectification of women in Brazilian society, but also of various forms of violence against
women inside and outside the home during the dictatorship.
The work’s paralleling of gendered violence with beautification is heightened through the
genre of performance-for-camera, in which the medium of video both exaggerates and thwarts
the reciprocal gaze between viewer and performer. Lamoni points out that while the audience’s
gaze merges with that of the camera—and thus the omnipresent Panoptical gaze of the both the
state and heterosexist masculinity—the artist herself renounces her own gaze, and thus her
agency, by blinding herself. 186 Yet, the use of the mirror complicates this reading: her face
functions like a screen, so that the camera is not really zooming in on Parente’s actual face, but
rather only on its reflection. We look at her, but we cannot see her true face, only its reflection—
or rather her “mask”—projected on the mirror’s screen. Likewise, the artist “looks” at the mirror,
but once the bandages are on, she cannot actually see herself either. What our “camera eye”
actually gains close proximity to, then, is a screen that not only proposes the superficiality of
appearances but also refuses all forms of surveillance. The camera’s proximity to the artist, and
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its ability to close in on details of her face, emphasize a sense of intimacy that would not be
possible in a live performance.187 Video also frames and frustrates our proximity to her body,
denying us from ever really seeing the artist, or the artist from ever really seeing herself.
Ultimately, Parente’s work interrogates how women view themselves, their hyper-visibility as
sexual objects, and their invisibility as political subjects in the public sphere, linking “feminine”
beauty rituals with oppression and with state violence and disciplinary control.
While Parente’s video references violence, it does not actually involve self-harm. By
contrast, Andrade’s Pelos (Hairs, 1977, Fig. 1.18) engages pain to parody the grooming ritual of
hair depilation in order to present an everyday act of bodily maintenance as threatening, and even
violating.188 As the approximately four-minute, black-and-white video fades in, we see a closeup shot of skin and curly black hair, which we begin to realize belongs to the artist’s body. Her
fingers hold a small pair of scissors that trim the tiny hairs. A nipple in the upper right-hand
corner of the frame alerts us to the fact that the artist is nude, and bending over while cutting her
own pubic hair. Instead of using the scissors conventionally, she stretches her skin out with her
fingers and uses the instrument’s open blade to saw off the hairs, a haphazard approach that
results in patches of bare skin. Next, the camera slowly pans up along the artist’s nude torso and
exposed breast, eventually arriving at her armpit. Here again, a close-up reveals her use of the
scissors to cut off her armpit hairs. The camera slowly pans along the back of her neck toward
the top of her head and her tresses of long dark hair, focusing on this area, as she aggressively
digs the scissors into her scalp and removes clumps of hair. The camera then crawls down to a
close-up of the artist’s face and closed eyes. As her fingers feel her way around, she uses the
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blades to cut off the hairs on the middle portion of her eyebrows over each eye. Then, she guides
the scissors with her fingers toward her eyelashes, where she attempts to cut off the tiny little
hairs. At the end, she awkwardly rubs her fingers over her brows and eyes to feel the effect of the
cutting before opening her eyes, as the screen fades to black.
Like other works in Andrade’s Primeira série, Pelos is usually interpreted as confronting
the strict censorship of the dictatorship and colluding Brazilian mass media, as a dual operation
of manipulating and silencing the masses.189 Elena Shtromberg has argued that by presenting her
nude body on the televised screen, Andrade’s video directly challenges the dictatorship’s
censorship of sexuality on television.190 191 But Shtromberg’s focus on the ways Pelos critiques
televisual censorship under the dictatorship elides its more obvious engagement: the female body
and women’s beauty standards. In fact, among all of Andrade’s works, Pelos appears the most
like U.S. and European feminist art. It is also the only performance-for-camera by a Brazilian
woman in the 1970s to depict an artist’s nude body, a standard trope employed by feminist body
artists outside of Brazil to shatter taboos and claim agency over their bodies and sexualities.192
In a 2005 interview, Andrade claimed she had no need to “burn her bras” like the U.S.
feminists; she simply did not wear them. Her implication was that she did not need feminism to
repudiate the social pressures that compelled women to discipline their bodies to conform to
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certain beauty standards.193 She later explained in a 2015 interview, “I never had problems or
difficulties with the fact of being a woman.”194 Feminist or not, however, she did seem to have
some difficulties as a woman with Brazilian beauty norms, including the dictates that women
should shape their silhouettes with undergarments, or as Pelos reveals, that they should eliminate
their body hair. Since the 1920s, hair removal of the eyebrows, upper lips, and armpits was
considered de rigueur for “elegant” Brazilian women.195 The proliferation of new women’s
magazines in the country in the 1960s and 70s placed increasing pressure on women to conform
to beauty standards that emphasized Brasilidade, including smooth, tan skin.196 With the
appearance of the bikini in the 1960s and 70s and the popularity of beach culture, partial hair
removal from the pubic region, and its extreme form of total removal known today as a
“Brazilian wax,” also rose to prominence.197 By presenting the trimming of her body hair in the
eyebrows, armpits, and pubis as a brutal and repressive act, Andrade demonstrates her
attentiveness to and rejection of the ways that beauty standards discipline the female body.
By equating this form of bodily maintenance with the mutilation of a woman’s nude
body, via the hacking scissors which dig into her skin like a knife, Andrade also specifically
evokes both the abuses of the state and gendered violence in the domestic realm.198 As in her
previous videos Fio, Pregos, and Gaiolas, in Pelos Andrade evokes masochistic performance art
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through her implication of the viewer in her act of self-harm; we are compelled to sit through the
agonizing and increasingly anxious imagery of her self-cutting.199 Among all of the videos by
Andrade discussed in this chapter, Pelos is one of the more unsettling works, presenting frank
and graphic images of abuse directed at the nude female body, which is heightened by the
video’s ominous black-and-white, the slow duration of the real-time action, and the camera’s
extreme close-ups, which metaphorically fragment and mutilate her body. Of Andrade’s oeuvre,
it is also the work that most directly contends with gendered subjectivity. So, while Andrade
does not literally cut or stab herself, through mimetic adaptation, excessively identifying with
depilation to the point of absurdity, she reveals bodily beautification and grooming as
disciplinary, and the social norms and standards that require it as oppressive, themes that closely
parallel the concerns of feminist artists in other geographic contexts.

Conclusion
Heloneida Studart’s Mulher: objeto de cama e mesa took pains to reassure readers that its
author was not a feminist, but rather “a mother of exemplary family, raising her children
rigorously according to her convictions.”200 Despite Studart’s advocacy for the same demands as
second-wave feminists, she disavowed “feminism” and emphasized instead her bonafides as a
good mother and homemaker.201 Even so, she consistently depicted the domestic realm as a
space of imprisonment in which the typical Brazilian housewife was “locked between four
walls,” and argued that the key to women’s liberation was work outside of the home.202 In short,
she sent very mixed messages: paying lip service to women’s roles as mothers/homemakers,
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while critiquing the home as a prison. At the time, the anos de chumbo were at their apex;
citizens and dissidents—including many women—were being locked away and tortured in
prisons. Studart underscored the patriarchal foundations of authoritarianism, but she avoided any
overt reference to the Brazilian Médici regime by raising instead the specter of the German Third
Reich.203 She implied that just as the father dominates his wife and children in the home, the
paternalistic dictator holds absolute power in society.
Through the video performances discussed in this chapter, Andrade and Parente also
depict repression and abuse in the domestic sphere as symbolic of repression in the public
sphere, and similarly depict the home, household work, and objects as confining or imprisoning.
Their works in this chapter fit into three groupings: videos by Andrade that dehumanize and
objectify the female body by equating it with household objects, those by Parente that present
women’s housework as violent, and those by both artists that depict beautification rituals as
oppressive. Together these works corroborate Studart’s observation that the same disciplinary
forces underpinning authoritarianism also undergird domestic space and private, daily life.
Furthermore, as I have shown, to articulate these critiques, Andrade and Parente used two
distinct strategies of subversion: performances of self-aggression and mimetic adaptation.204 In
some examples, their self-aggression is theatrical, as in Andrade’s Gaiolas, and Parente’s In,
Tarefa I, and Preparação I; in others, they perform actual self-harm or present the possibility of
real pain, as in Andrade’s Fio, Pregos, and Pelos, and Parente’s Marca Registrada. They use this
real or possible pain not only to connect with others who had been physically abused by the state,
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but also to implicate the viewer in the act and make them aware of their complicity in certain
social hegemonies, demonstrating that the tensions structuring the social also undergird the
private.205 This link between public and private is reinforced by performance-for-camera, which
enables a sense of intimacy by capturing private performances in the home, and through the
camera’s close proximity to the performer’s body, further implicates the viewer in the acts
performed. These artists also demonstrate an internalization of repressive conditions—such as
the dictatorship’s expectations of the “good wife,” or the beauty standards disseminated in the
mass media. By acting out their gestures straight-faced and with little affect, as in Andrade’s
Pelos or Parente’s Preparação I, they inflate these repressive attitudes to reveal their inner
contradictions, which are underscored by the camera’s matter-of-fact, documentary-style
recording of the acts unfolding in real time. Parente’s Tarefa I, in particular, lays bare her and
other Brazilian middle-class women’s internalization of the contradictory Brazilian social order,
revealing problematic ambivalences toward race among the Brazilian Left and second-wave
feminists. Ultimately, it was these artists’ engagement with performance-for-camera, and the
genre’s ability to bring the viewer into the artist’s home to witness private, often painful actions
up close, that helped to facilitate their covert modes of resistance.
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CHAPTER TWO
Gluttony and Lust:
Anthropophagic Subjectivity and Cannibalizing the Mass Media

In a nine minute, 16mm color film from 1975 titled Eat Me: a Gula ou a Luxúria? (Eat
Me: Gluttony or Lust, Fig. 2.1), artist Lygia Pape trains her camera on a man’s mouth,
mustached and painted red with lipstick, as he sensually sucks and expels a ruby-colored jewel
with his tongue. A soundtrack of a female voice moaning sexually accompanies this sequence as
the jewel turns blue. The film then cuts to a woman’s mouth erotically sucking on a hot dog
slathered with mustard, before returning to the male mouth as he expels the blue jewel and swirls
saliva around the open cavity with his tongue. Shots of the male and female mouths performing
different actions (sucking the hotdog and writhing their tongues suggestively) alternate with
increasing speed while off-screen voices rhythmically chant the phrase “a gula ou a luxúria”
(gluttony or lust) in various languages, including German, English, Italian, Portuguese, and
Spanish. The sound of a woman’s moaning culminates in an orgasmic scream. The audio of an
ad for “Conchas Cook” ladles abruptly interrupts this shrieking, with a female voice stating in
Portuguese: “bean soup; beans without soup, beans with soup; always Conchas Cook.”1
Representations of eating and the mass media gained particular currency in several
Brazilian film and video performances of the 1970s and early 1980s. In part this was a response
to the resurgence of the postcolonial theory of antropofagia (cultural cannibalism) during the
Brazilian Tropicália movement of the late 1960s, and in part to the emergence of hunger as a
political metaphor in the Cinema Novo (New Cinema) movement of the same period. During the
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1970s and early 80s, many artists created performances-for-camera in which they eat, swallow,
suck, and regurgitate various substances, specifically relating these actions to the mass media
and television. This chapter analyzes three case studies: the film In-Out (Antropofagia) (1973) by
Anna Maria Maiolino (b. 1942), the above-described film and eponymous art installation Eat
Me: Gluttony or Lust? (1975) by Lygia Pape (1927–2004), and the video Feijão (Beans, 1975)
by Sonia Andrade (b. 1935), which all address speech and the mass media through the
iconography of eating and the Brazilian cultural trope of antropofagia.2
Focusing on the key period of 1973 to 1975, the apex of the harshest period of the
Brazilian dictatorship, this chapter argues that these artists engaged several distinct modes of
antropofagia as strategies of gendered resistance to state-sponsored censorship as well as to the
normative gender and national identities promoted by the dictatorship and a complicit mass
media.3 As with the previous chapter, the artists under discussion—Maiolino, Pape, and
Andrade—did not identify as feminists. Again, I employ a feminist lens to analyze their works,
examining their approaches to critiquing representations of women in the Brazilian mass media
and U.S.-influenced consumer culture. First, this chapter outlines and analyzes the theory of
antropofagia (cultural cannibalism), from its inception in the 1920s to its reappearance in the late
1960s and early 70s during the Tropicália and Post-Tropicália periods. I offer an overview of the
history of artists’ film in Brazil to underscore its relationship to “hunger” as a symbol of
Brazilian cultural production, especially in experimental cinema, and I briefly sketch a history of
Brazilian television and its relationships with the regime and U.S. interests. An analysis of the
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(Köln: Archive Books 2015).
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three case studies, ordered chronologically, follows. Through these, I contend that the works by
Maiolino and Pape demonstrate what Brazilian cultural critic Suely Rolnik has termed
“anthropophagic subjectivities,” and thereby undermine the patriarchal dictatorship’s normative
gender standards. I also argue that Andrade’s work engages what filmmaker Glauber Rocha
terms the “politics of hunger.”4

Cannibalizing Culture: Antropofagia from the 1920s to the 1970s
Ever since the founding of the Academia Imperial de Belas Artes (Imperial Academy of
Fine Arts) in Rio de Janeiro in 1826, the notion that European cultural models should serve as
sources for Brazilian imitation has been pervasive.5 By the early twentieth century, Brazilian art
was still mired in conservative academic styles, and younger generations of Brazilian artists were
eager to distance themselves culturally from their colonial heritage. During this period of intense
nation building, the Brazilian leadership and intellectual elite promoted nationalism as a strategy
to resist both the legacy of colonialism and European influences. The emerging avant-garde
strove to achieve the modern social and technological advances already under way in Europe.
This culminated in the legendary Semana de Arte Moderna, the week of modern art, literature,
and music events held in February 1922 in the Municipal Theater of São Paulo, which coincided
with the centenary celebration of Brazil’s independence. It aimed at introducing the country to
international modernism, while also underscoring its regional heritage.
The theory of antropofagia first appeared as a decolonizing cultural strategy in May
1928, when the poet and catalyst of Brazilian modernism, Oswald de Andrade published his

4

Glauber Rocha, “The Aesthetics of Hunger” (1965), trans. Burnes Hollyman and Randal Johnson, in TwentyFive Years of the New Latin American Cinema, ed. Michael Chanan (London: BFI, 1983), 14.
5
Dawn Ades, “Academies and History Painting,” Art in Latin America (New Haven: Yale, 1989), 28.
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“Manifesto Antropófago” (Anthropophagous Manifesto, Fig. 2.2).6 His interest in antropofagia
was based on the historic rituals of the Tupinambá Indians that inhabited Brazil at the time of the
European conquests. De Andrade was fascinated by their ceremonial practice of capturing and
eating their prisoners, which they believed enabled them to absorb their enemy’s strength and
assimilate their identities.7 Building on this historical practice, his “Manifesto Antropófago”
asserted a new conception of antropofagia, in which European cultural and artistic influences
would be “cannibalized” to make them authentically Brazilian, rather than derivative.
The “Manifesto Antropófago” enabled Brazilian artists to imagine a new strategy for
engaging in avant-garde art practices that could be claimed as autochthonous.8 It suggested that
Brazilians may well import European intellectual influences like economic goods, but that these
were unoriginal until processed through antropofagia.9 In its first, modernist phase, then,
antropofagia emerged as a tactic of the Brazilian avant-garde—members of the white elite
class—to adopt European avant-garde artistic and literary styles, while still asserting agency in
the face of pervasive European cultural hegemony. It also served as a nativist instrument for
Brazilian avant-garde artists to celebrate their own “authentic” Brasilidade (Brazilian identity).10
After its initial conception as a cultural theory, antropofagia re-emerged as an influential
anti-authoritarian and anti-imperialist political strategy during the harshest years of the Brazilian
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See Oswald de Andrade, “Manifesto antropófago,” Revista de Antropofagia, 3,7. ICAA Record ID 771303.
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8
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9
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dictatorship by artists associated with the Brazilian popular music and arts movements of
Tropicália and Post-Tropicália in the late 1960s and early 70s. Influenced by de Andrade’s
“Manifesto Antropófago,” these artists drew on the concept of antropofagia to assert a form of
Brasilidade that resisted the dictatorship’s nationalism and to critique U.S. economic and cultural
imperialism.11 They did this through the assimilation and transformation, or “cannibalization,” of
cultural forms to subvert them from within. The Tropicália music, art, and popular culture
movement (1967–68) engaged parody, irony, and the carnivalesque, and “cannibalized” mass
culture to challenge the influx of U.S. capital and cultural influences, to resist the oppression of
military rule, and to critique the spectacle of the mass media.12 The psychedelic music album,
Tropicália: ou Panis et Circencis (1968, Fig. 2.3), epitomized the movement: “cannibalizing”
elements of international rock and pop and merging them with traditional Brazilian sounds to
create music with stridently politicized lyrics that critiqued the dictatorship, U.S. imperialism,
and consumerism.13
Despite the importance of the album as a musical manifesto of Tropicália, many consider
Hélio Oiticica’s earlier installation, Tropicália (1967, Fig. 2.4)—the first appearance of the
term—as the actual origin of the movement.14 Consisting of constructions evocative of the
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vernacular architecture of Rio de Janeiro’s favelas (slums), the artwork included multi-sensory
installations (poems, scented sachets, and plastic-strip curtain) and clichéd Brazilian signifiers
(sand, tropical plants, and living parrots).15 It also comprised two “penetrables,” sculptural
structures through which participants were intended to walk, one of which was a labyrinthine
collection of wooden panels that created a dark passageway leading to a television set
broadcasting a local Brazilian channel. According to Oiticica, this emanated “the powerful sense
of being devoured.”16 Oiticica resurrected antropofagia from his modernist predecessors as a way
to propose appropriation as a form of critique. By ironically emphasizing tropical colors and
environmental elements (plants, sand, a parrot), Oiticica “cannibalized” the stereotypes of
Brazilian cultural identity commonly found abroad—and by including a live television channel,
he “cannibalized” the mass media. Posing a veiled critique of the pervasiveness of television in
Brazilian society, and the mass media’s stultification of the masses during the period of the
dictatorship, Oiticica’s strategies would later be adopted by the artists in this chapter.17
In contrast to the exuberant and colorful aesthetic of Tropicália, the Post-Tropicália
period in art and music (1969–74) is characterized by dark themes including death, defeat, and
marginalization. Commonly known as the “vazio cultural” (cultural void) or the “sufuco” (the
suffocation), this artistic sensibility was a response to the interminable oppressions of the
dictatorship, then undergoing its most repressive period (1968–74).18 On the one hand, the three

15

Oiticica’s installation was part of the Nova Objetividade Brasileira exhibition at MAM-RJ in 1967. Canejo,
“The Resurgence of Anthropophagy,” 65.
16
Sergio Bruno Martins, “Hélio Oiticica: Mapping the Constructive,” Third Text 24, no. 4 (2010): 409, 414;
See also Elena Shtromberg, Art Systems: Brazil in the 1970s (Austin: University of Texas Press, 2016), 120, and fn.
124, 190; and Irene Small, Hélio Oiticica: Folding the Frame (Chicago: University of Chicago Press, 2016), fn. 59,
262.
17
Lúcia Nagib, Brazil on Screen: Cinema Novo, New Cinema, Utopia (London: I.B. Tauris, 2007), 66.
18
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artists in this chapter demonstrate an affinity with the cultural sensibilities of Tropicália in their
engagement with antropofagia and the mass media, and with parody and irony as forms of
critique. On the other hand, the dark moodiness of Maiolino’s and Andrade’s works are more
closely aligned with the artistic sensibilities and currents of Post-Tropicália.

Hunger as Metaphor: Cinema Novo, Cinema Marginal, and Artists’ Films
In addition to the impact of Tropicália and Post-Tropicália, various forms of avant-garde
cinema of the 1960s and early 70s influenced all three artists. As in Tropicália and PostTropicália, metaphors related to eating, ingestion, and waste informed these new cinematic
forms. The first was the realist avant-garde cinema movement, Cinema Novo (New Cinema,
1960–72). Emerging in the early 1960s in opposition to traditional Brazilian cinema
(Hollywood-style musicals and comedies), Cinema Novo favored documentary-style films that
shed light on the Brazilian popular classes and their ways of life.19
In his manifesto “The Aesthetics of Hunger” (1965), the leading Cinemo Novo
filmmaker Glauber Rocha contended that “hunger”—both literal and metaphorical—was the
defining characteristic of Brazilian society and culture.20 He asserted that the “civilized” culture
of the European colonizers, who were only interested in Latin American cultural production to
satisfy their “nostalgia for primitivism,” exploited what he described as this “misery.”21 Like de
Andrade’s theory of antropofagia, Rocha’s “Aesthetics of Hunger,” attempted to define a anti-

19

Cinema Novo was influenced by Italian Neorealism and the French New Wave. In Latin America, the
working class is usually referred to as the “popular class,” which in Brazil also connotes Brazilian communities of
color and their material culture.
20
Glauber Rocha, “The Aesthetics of Hunger” (1965), trans. Burnes Hollyman and Randal Johnson, in TwentyFive Years of the New Latin American Cinema, ed. Michael Chanan (London: BFI, 1983), 13–14. The manifesto
was presented at the Latin American Cinema Conference in Genoa, Italy in 1965. It was first published in
Portuguese as “A estética de fome,” in Revista civilização brasileira 3 (July 1965): 165–70, and first published in
English in the U.K. as “The Aesthetics of Violence,” in Afterimage 1 (1970): n.p.
21
Rocha, “The Aesthetics of Hunger,” 13.

104

colonial cultural relationship between the Brazilian avant-garde and that of Europe.22 Yet, while
antropofagia answered the Brazilian modernists’ concerns that their artforms were derivative of
foreign influences by proposing adaptation (via the metaphor of cannibalism), Rocha, by
contrast, advocated violence as the ideal anti-imperialist attitude of resistance.23 The resulting
cinematic form was one committed to liberating Brazil from imperialism through a focus on the
hardships of the Brazilian popular classes and a rejection of the exploitations of the commercial
film industry.24
Over time, Cinema Novo filmmakers became more mainstream. In the 1970s, they began
making high-budget films sponsored by the state-run Embrafilme Company. The backlash to this
came in the form of a younger generation of experimental filmmakers who developed a
cinematic style that challenged the cinematic forms of their predecessors. Known as “Cinema
Marginal” or “Udigrudi” Cinema,25 these new films were characterized by subversive themes,
low budgets, and poor production values. Parodying Rocha’s manifesto, they described their
style as the “Aesthetics of Garbage.” 26 Cinema Marginal filmmakers (such as Júlio Bressane and
Rógerio Sganzerla) socialized and collaborated with visual artists (such as Pape and Oiticica),
who in turn became interested in experimenting with the moving image to expand their art
practices.
By the late 1960s, many visual artists began working in a variety of new media (including
Super-8, 16mm, and 35mm, and audio slide shows known as “audio-visuals”), often alongside
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dematerialized and conceptual art practices .27 As media historian Lidia Santos points out, artists
intended these early expressions of media-based art in Brazil as forms of resistance against state
power.28 It is important to emphasize that though Cinema Novo and Cinema Marginal influenced
these time-based works by visual artists, the latter constituted a different genre, known as artists’
films. Artists’ films sometime overlapped aesthetically and conceptually with Cinema Marginal
and other forms of avant-garde cinema, and were often screened to the same kinds of art
audiences in similar alternative and experimental spaces. But, artists’ films were different in that
they often displayed poetic impressions, concepts, and abstract actions, rather than montaged
shots orchestrated to create linear narratives.29
Though Cinema Marginal impacted the two films by Maiolino and Pape analyzed in this
chapter, which both employ montage, these two works are typical of artists’ films in that they are
non-linear, non-narrative, and abstract. The third work under discussion, a video by Andrade,
does not employ editing. It is documentation of an action occurring in real time, a common trait
of early Brazilian video art, and indicates the influence of Cinema Novo’s documentary
approach, as well as Rocha’s “Aesthetics of Hunger.”30
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Mass Media as Mouthpiece: Brazilian Television and the Globo Network
Though film was an important precursor to video, it was television that had the greatest
impact on Brazilian video artists, like Sonia Andrade. As Elena Shtromberg has suggested, many
of them used the new medium of video to critique the monopoly of the dissemination of
information by the country’s leading media conglomerate, the Globo Television Network (Rede
Globo), and its complicity with the dictatorship.31 Television first arrived in Brazil in 1950, via
Francisco de Assis Chateaubriand (1892–1968), a journalist, entrepreneur, and politician who
founded the first network in the country (and in Latin America), TV Tupi.32 Brazilian television
was initially urban and elite: sets were costly and transmitters were only located in cities.33 In its
early years, programs including the news, sports, and variety shows were broadcast live, as were
telenovelas, which emerged in the 1960s and rose to dominance as the most popular format by
the 1970s.34 The introduction of videotape in the 1960s also enabled the distribution of imported
programming, mainly from the U.S., which was dubbed and re-broadcast, and immensely
popular, second only to telenovelas.35
Following the 1964 military coup, the newly-installed military government understood
television’s potential to prop up the regime. It viewed television as a useful communication tool
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for transmitting and managing political information, encouraging a sense of national unity across
the country’s disparate geographic regions, and expanding the consumer economy through
advertising.36 The government even subsidized credit for television purchases, so that consumers
of all classes could afford them, and built a broad microwave and satellite distribution system to
reach remote locales, resulting in a vast national mass media network.37 Unlike European or
other Latin American countries with monopolies or government-owned broadcast networks,
Brazil followed the U.S. model of having multiple privately-owned national networks.38
However, only one network rose to dominance as the privileged partner of the regime:
the Globo Network. It was owned by Roberto Marinho (1904–2003), an impresario who had
started out with a newspaper of the same name in 1925, expanded into radio in the 1940s, and
founded Globo Television in 1965. By the 1970s, Globo garnered the highest ratings of any other
national network: between 1968 and 1985 it maintained a 60–80% share of viewers in all major
cities.39 Even so, most Brazilians also viewed it as a “mouthpiece of the dictatorship.”40 The
network promulgated the regime’s propaganda and complied with its censorship during its rise to
dominance, promoting “positive” messages of “national integration, modernization, and
developmentalism.”41 It was also affiliated with U.S. economic interests and alliances. It was
backed by the U.S. Time-Life Company, which initially provided technical expertise and
financial support to the network, a relationship which only ended in 1971.42 Thus, some artists
used video to invoke and contest Globo’s complicity with the regime and U.S. interests.
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Anna Maria Maiolino, In-Out Antropofagia (1973)
It was against this backdrop of the meteoric rise of mainstream national television during
the Post-Tropicália period that ideological battles ensued between the conservative norms
propagated by the regime-backed Brazilian mass media and the countercultural values articulated
by artists, many of whom turned to time-based media like video art and artists’ films precisely to
counter mainstream cinema and television. One example of the latter was Anna Maria
Maiolino’s color Super-8 film, In-Out (Antropofagia) (1973), which engages the titular theme of
antropofagia to explore gender identity and forms of free speech under the conditions of
censorship. Maiolino’s interest in these issues dates back to 1966, with her Pop soft sculpture
relief, Glu Glu Glu (1966, Fig. 2.5), depicting two conjoined rectangular picture planes. At top is
a recessed box containing an androgynous blue bust, devoid of facial features, except a wideopen mouth, and a throat on which the words: “glu glu glu,” are written vertically in white
lowercase letters. At bottom are bulbous vinyl organs and entrails in red, yellow, and green,
together forming the digestive tract of the figure. The titular onomatopoeia—“glu, glu, glu”—is
the Brazilian sound for swallowing. Curator Paulo Venâncio Filho reads the title as a reference to
“Brazilians’ voracious daily intake of . . . images, television, [and] consumer goods,”
symbolizing their “hunger” for consumer goods fomented by the Brazilian mass media.43
Though Maiolino is better known today for her large-scale clay sculptures and
installations of spaghetti-like tubes and coils, at the time she made Glu Glu Glu, she was an
emerging artist, having only arrived in Rio de Janeiro six years earlier at the age of eighteen.
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Coming from Southern Italy (by way of Venezuela), she was a cultural nomad thrust into the
burgeoning Neoconcrete movement (1959–61). By 1962, she had become involved in the Nova
Figuração (New Figuration) group in Rio through wood-engraving classes she took at the
National School of Fine Arts (Escola Nacional de Belas Artes) with artist Rubens Gerchman,
whom she later married at the age of 21 in 1963. By the time she was twenty-five years old, her
Pop-inflected prints and sculptural reliefs, like Glu Glu Glu, had appeared in two breakthrough
exhibitions: Opinião ’66 (Opinion ’66) in 1966 and Nova Objetividade Brasileira (Brazilian
New Objectivity) in 1967, both held at MAM-RJ.44 After becoming a Brazilian citizen the
following year, she accompanied Gerchman, who had won a travel grant, to New York in 1968.
While there, she spent three years tending to their two young children; these responsibilities
made it challenging for her to find the time to make art, but other Latin American artists living in
New York, including Luis Camnitzer and Hélio Oiticica, encouraged her to return to
artmaking.45 In 1971, she and her children left her husband and New York. When she returned to
Brazil, she divorced him, and raised her children essentially as a single mother, working fulltime to provide for them, while also making art.46 As a result of this trajectory, Maiolino’s
identities as an artist and a mother are deeply intertwined, and the dominant themes of her works
of this period were her domestic roles as a woman and a mother.47
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It was (and continues to be) precisely because of her strong sense of her identity as a
mother that Maiolino did not identify as a “feminist” artist, because she felt that feminism
excluded women who valued maternity. In a recent interview, she affirmed that she “knew that
there was the feminist movement” and “read magazines about what was happening,” but that she
enjoyed her role as a mother, and found this to be at odds with feminism as she understood it.48
She also felt that feminism excluded and disparaged men.49 Despite her misconceptions and
rejection of feminism, which were commonplace at the time and rooted in her local context, she
did claim to embrace “the political,” by which she meant resisting the dictatorship’s
oppressions.50 This came to the fore in 1973 when, at the height of the regime’s most repressive
period, Maiolino began experimenting with film, photography, and performance. As film
historian Ivone Margulies points out, while political repression usually leads photographers or
filmmakers to take a more documentary approach, Maiolino responded to these conditions by
“sharpening the conceptual possibilities of film, making it continuous with her performances and
photo-sequences interventions.”51 Rather than turning to live performance, she shifted to
performance-for-camera, utilizing her own body to communicate the urgencies of the regime’s
censorship, violence, and repression via a private format that afforded her more safety.
The first film Maiolino ever made, In-Out (Antropofagia) (1973, Fig. 2.6), is an
approximately eight-minute performance-for-camera work that explicitly references antropofagia
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in order to critique the regime’s censorship of free speech.52 Despite Maiolino’s hesitancy around
feminism, the film is undeniably framed by gender. The film opens with a close-up of the lower
portion of the face of a person of an unknown gender, whose mouth has been taped shut with two
black rectangular bandages, one horizontal and one vertical, creating a sizable black cross.53
Accompanying this image are the strange high-pitched scratching sounds of an abstract
soundtrack by experimental film composer Laura Clayton de Souza.54 After the opening shot of
the cross, it cuts to a similarly-framed shot of the same mouth, this time with a single horizontal
black bandage across it. The sound of an eerie girlish voice intones something indecipherable
before transforming into an echoing vibration, as the film cuts to a slowly smiling female mouth
(that of Maiolino), wearing lipstick and directionally lit in sunlight, and then to a man’s
grimacing mouth. Shots alternate between the male mouth, anxiously contorting his lips and
sticking out his tongue, and the scarlet-painted female mouth, first forming an oval shape, then
embracing a white egg in its lips, and at last, puckering up for a kiss. Low, masculine groans and
guttural laughter transform into female grunting noises. A strange cat-like screeching sound
accompanies the female mouth as it opens, closes, contorts, and stretches wide to bear its teeth,
before appearing to speak in slow motion.55 The man’s mouth reappears, his lips painted jet
black, smacking as if he is chewing gum, before flashing his teeth like a wild animal.
The film’s soft, warm hues, natural lighting, and blemished surface (including scratches,
hairs, and other debris) in conjunction with the guttural soundtrack and close-ups of the mouths
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In-Out credits – Direction and Editing: Anna Maria Mailing, Actors: Maiolino and João Eduardo Osório,
Camera: Sigmund Zehr, Music: Laura Clayton de Souza, Post-Production: Paulo Humberto Moreira (Color Super-8
transferred to DVD in 2000).
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The crossed tape also recalls the crossed bandages covering a bloody wound in Antonio Dias’s 8-min. silent,
color Super-8 film, The Illustration of Art I (1971).
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According to Paulo Herkenhoff, the sounds reference heartbeats. Paulo Herkenhoff, “Maiolino, os lugares” O
Liberal Caderno, Dois, 19 April 1991, n.p.
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Some of the words spoken are: “Eu” (I) and “Anna.” Herkenhoff, “Maiolino, os lugares,” n.p.
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evoke a highly visceral experience. The soundtrack trills with flutes fading into what sounds like
a bevy of female voices cackling like witches, as the red lips of the female mouth clench a single
black string. The mouth pulls it inside by chewing it, an image followed by a close-up of the
mouth filled with multiple strings of different colors—red, black, and white. Slowly the mouth
opens to reveal the strings as a wet, tangled mass on its tongue, that is slowly pulled out from
below, until just one single red string is left.
The next shot depicts the man’s head, his lips painted black, speaking at a normal rate,
then progressively sped up, accompanied by the disjunctive sound of a low male voice played at
an ultra-slow speed such that it is illegible and echoes ominously, sounding almost paternalistic.
The male mouth starts to yell, paired with the sounds of an echoing laugh and a prolonged
beeping. The male face reappears, now with beard stubble and its lips painted pink, frowning and
flicking its tongue at a sped-up pace to the sounds of a high-pitched female voice. The shots
oscillate between the moving black lips of the female mouth, and the sped-up moving lips of the
stubbled-faced man, together backed by echoing rhythms and cacophonous music. After this, the
film cuts to a blurry shot of the pink-painted male mouth with smoke slowly wafting out of it,
accompanied by a strange breathing sound. This is followed by an overexposed shot of a spot-lit
face. Crashing and grunting sounds accompany the image of the person’s nostrils noticeably
flexing in and out as if trying, but unable, to breath. Another face appears with its mouth slightly
open, cast in natural light such that a shadow appears over half of it, while the same labored
breathing noises continue. The film’s final shot depicts the lower portion of the same face, with a
single black bandage covering the mouth, which remains on-screen for several seconds before
the title “In Out” appears in white letters.
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The film has been interpreted as a metaphorical indictment of the dictatorship’s
repression and censorship of speech.56 The artist herself has bolstered this reading by asserting
that the mouth sealed by black tape in the opening shot references censorship, “the impossibility
to talk,” and that the last shot of flaring nostrils references the “suffocation” period of the
dictatorship.57 Maiolino has stated she wished to symbolically “eat the repressive organs of the
dictatorship” as a form of resistance, not to eradicate them completely, but to incorporate them
into her own body, in order to transform and subvert them.58 Paulo Herkenhoff has also
emphasized the linguistic side of In-Out, arguing that it represents the search for language under
the duress of repression, in order to reconstitute other possible forms of expression.59 The video
addresses what Herkenhoff has described as a kind of tyrannical linguistic cannibalism that is at
odds with the negotiation of difference proposed by de Andrade’s modernist antropofagia.60
Rather than “cannibalizing” foreign culture to integrate it into Brazilian culture, Maiolino’s
approach involves “cannibalizing” repressed speech and the language that represses her, “eating
her words” to create a new pre-lingual form of emotive expression within the circumstances of
the silencing of the disciplinary apparatuses of the state.61
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See, for instance, Asbury, “Anna Maria Maiolino, Order and Subjectivity,” 29; and Margulies, “Filminhos
(Little Films), Close Up,” in Anna Maria Maiolino, 118.
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58
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Accessed Jan 15, 2019. http://d13.documenta.de/research/assets/Uploads/A-Conversation-between-Anna-MariaMaiolino-and-Helena-Tatay.pdf.
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Paulo Herkenhoff, “Maiolino, os lugares,” n.p.
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Herkenhoff, a friend and interlocuter of Maiolino who started his career as a video artist
before becoming a critic and curator, has also depicted eating as a form of resistance to
censorship in one of his earliest video performances Estômago embrulhado – Jejum (Upset
Stomach – Fast, 1975, Fig. 2.7).62 Unlike Maiolino, his work focused on censorship of the news
media rather than quotidian speech: in the approximately eight-minute, black-and-white, halfinch Portapak video, the artist sits topless and in shorts, holding and flipping through the pages
of a newspaper. The camera zooms in on his hands and the title of the article he reads—“Senador
Applausa Censura” (Senator applauds censorship)—before pulling back out. He then grabs a pair
of scissors and cuts out the article, crumples it into a ball, and ingests it by stuffing it into his
mouth, chewing it, and swallowing it. The video continues this grotesque process, to a
soundtrack of ambient noises, paper crinkling, and crisp cutting sounds. Each time, the camera
reveals the titles of articles referencing government censorship.63 The camera angle changes
from the side to the front, and zooms in on the artist’s face as he ingests and masticates the
papers, potentially causing a gagging reflex in the viewer. The video ends as the artist pulls his
hand (still holding the scissors) toward the screen to block the view.
Like Maiolino’s film, Herkenhoff’s video correlates ingestion with antropofagia and
political resistance, however, his focus is on instances of censorship reported in the news media.
Maiolino’s In-Out, by contrast, has other meanings rooted in gender, however ambiguously
defined. As she explains, “There is an attempt by a female mouth to articulate words, the
discovery of language. And also an attempt to establish a dialogue with a male mouth.”64
62

Estômago embrulhado – Jejum credits – Video: Paulo Herkenhoff, Camera: Jom Tob Azulay.
These include: “Censura troca de casa” (Censorship to change house); “Carta dos leitores: Arte e Censura”
(Letter to readers: art and censorship); and “Polícia Proíbe Caetano Veloso, Dedé Pelados” (Police prohibit nude
Caetano Veloso, Dedé [Gadelha, Veloso’s first wife]). The latter is a reference to the censorship of the illustrated
cover of Veloso’s 1975 album, Jóia, which depicted him, his wife, and toddler son, naked.
64
Maiolino quoted in “A Conversation between Anna Maria Maiolino and Helena Tatay,” Documenta 13,
Accessed Jan 15, 2019. http://d13.documenta.de/research/assets/Uploads/A-Conversation-between-Anna-Maria63
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Through the speaking mouths (whose words we cannot hear or even lip-read), the film also
represents thwarted attempts at communication between a variety of gendered subjects, including
a bearded male mouth wearing lipstick, a sexualized female mouth wearing red lipstick, and an
ambiguously gendered mouth wearing black lipstick.65 However, beyond the stereotyped trope
of the “miscommunication between the sexes,” Maiolino’s film also addresses gender binaries in
a more profound, and anthropophagic sense as well.66
Writing on the re-emergence of antropofagia in Brazil in the late twentieth century after
its initial postulation in the modernist period, Brazilian cultural critic Suely Rolnik developed the
concept of “anthropophagic subjectivity” for theorizing a politics of subjectivation as a countermodel to identitarian approaches to difference.67 She developed these ideas in response to both
the dictatorship and the countercultural movements of the same period, and while collaborating
closely with Félix Guattari during her exile in Paris (1970–79).68 Rolnik explains that during the
1960s and 70s, in opposition to the strict disciplinary rule of authoritarianism, the counterculture
encouraged an increased relationality with alterity. She terms this “anthropophagic subjectivity,”
and defines it as a form of “flexible subjectivity [in which] . . . the figures of the subject and

Maiolino-and-Helena-Tatay.pdf. Jane Blocker raises similar ideas in her essay “Mouths,” particularly in her
discussion of mouths in performance art in relationship to lack, for instance a lack of voice. See Jane Blocker,
“Mouths,” in What the Body Cost: Desire, History, and Performance (Minneapolis: University of Minnesota Press,
2004), 19–52.
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The black lipstick recalls vampire movies and the horror cinema genre more broadly, which are notable for
their latent sexual themes and gender ambiguities (See Chapter Three).
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Apsara DiQuinzio, “Anna Maria Maiolino,” Matrix 252 Film Program/Brochure, January 17 – March 30,
2014, University of California, Berkeley Art Museum & Pacific Film Archive, n.p. Cynthia Carter has pointed out
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Hamburger, “Telenovelas, Gender, and Genre,” in The Routledge Companion to Media & Gender, eds. Cynthia
Carter, Linda Steiner, and Lisa McLaughlin (New York: Routledge, 2007), 424.
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Suely Rolnik, “Anthropofagic Subjectivity,” in XXIV Bienal, Arte Contemporânea Brasileira: Um e/entre
Outro/s, ed. Paulo Herkenhoff (São Paulo: Fundação Bienal de São Paulo, 1998), 140.
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See Suely Rolnik and Felix Guattari, “Molecular Revolution in Brazil” (1986), in The Forest & the School,
243–44. During her exile, Rolnik received a master’s degree in Sociology and Philosophy from the Sorbonne
(Université Paris 8), and a second master’s degree in Clinical Human Sciences and a clinical Ph.D. / D.E.S.S. from
the Sorbonne (Université Paris 7).
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object dissolve” giving rise to the possibility of the self’s merger with the Other.69 Rolnik
contends that the radical social and political implications of this kind of subjectivity were
intolerable to the dictatorship because of their potential to undermine disciplinary norms.70 This,
she explains, is because totalitarian regimes instate a “pathological rigidity of the identity
principle.”71 She argues that such an “anthropophagic” approach to subjectivity can contribute to
resisting the negative effects of totalitarian regimes as well as the mass media, which are both
predicated on the reification of identity.
As discussed in the previous chapter, the Brazilian dictatorship enforced strict identity
protocols among its subjects, particularly regarding gender and nationalism.72 And as many
scholars have pointed out, authoritarianism depends on rigid constructions between masculinity
and femininity, and the exaggerated masculinity of dictatorships are rooted in patriarchal
domination, as well as the values of hierarchy, discipline, obedience, and command.73 In light of
this context, Rolnik privileges “subjectivity” over “identity,” explaining that identity is reifying
and limiting in contrast to the “plasticity” of subjectivity as a model of self-formation.74 She
advocates detaching subjectivity—the sense of a cohesive self—from representational and
identity politics (which she terms “prêt-à-porter identities”) to embrace instead what Gilles
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Rolnik, “The Geopolitics of Pimping,” trans. Brian Holmes, eipcp (European Institute for Progressive
Cultural Policies) October 2006, accessed Jan. 15, 2019. http://eipcp.net/transversal/1106/rolnik/en.
70
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and Politics in South America (London: Latin American Bureau, 1993), 11.
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Deleuze has described as “singularities,” or the specificities of the processes by which an
individual is produced when they enter into a particular field of forces.75
In another essay, Rolnik specifically addresses gender as a detrimental form of reified
identity, arguing that “we must . . . wage a war against the reduction of subjectivities to genders,
in favor of life and its mixtures.”76 Although she acknowledges that from a macropolitical
perspective, forming coalitions around gender identity has been helpful for oppressed gender
groups in the struggle for civil rights and dignity, she nonetheless concludes that from a
micropolitical perspective, it does more harm than good, because it reduces subjectivity to a
reified identity and ignores flux, multiplicity, and hybridity, and thus prevents more profound
political change.77
Rolnik’s ideas help us to capture the ways in which Maiolino wanted to explore gender,
situating her experiences and oppressions under the dictatorship from a gendered perspective,
while still avoiding affiliations with “feminism” or essentializing claims about “women,” which
were easily coopted by political interests. Maiolino’s In-Out privileges alterity through her
symbolic anthropophagic actions and representations of fluid gender identities. The male and
female subjects in Maiolino’s film swallow and regurgitate string, inhale and exhale smoke, and
as they attempt to communicate with each other, they gesture toward flux, transition, and a state
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of being that resists fixed identifications.78 Maiolino’s representations confuse neat gender
binaries traditionally expressed through highly legible signifiers of male and female, such as
beards as symbols of “masculinity” or red lipstick as indicators of “femininity.” These gender
swaps undermine and destabilize heteronormative gender presentation, critiquing the ways that
patriarchal societies in general, and the authoritarian regime in particular, categorized and
managed gendered bodies.
These ultimately constitute a form of resistance aimed at contesting the regime’s
normative discourses around gender identity and women’s roles as subjects of the state. Brazilian
women faced several forms of gendered oppression during the dictatorship (as outlined in the
Introduction and Chapter One). The regime’s cult of motherhood mandated that women’s
“natural” responsibilities were housework and childrearing and the pervasive influence of the
Church reinforced women’s subordination.79 Gender-based oppression varied from high-rates of
femicide in Brazilian society at large and the sexual abuse of imprisoned dissidents to the
imposition of stereotypical gender roles, traditional sexualities, and standards of beauty for the
broader female public, all reinforced by the Brazilian mass media.80 These, of course, were also
always paired with a pervasive fear of the possibility of state-sanctioned forms of sexual violence
like rape. Though Maiolino valued her role as a mother, she also realized other dimensions of her
gendered identity as an artist and a worker. By underscoring the radical incoherence of the
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subject, the anthropophagic actions in In-Out work to destabilize the normative standards of
gender identity that the patriarchal and authoritarian regime mandated.81
Because of the naturally soft colors and inherent graininess of Super-8, Maiolino’s use of
the medium helps underscore contingency, fluidity, the sensorial, and emotion, further
reinforcing her engagement with these anthropophagic subjectivities.82 Additionally, the
structure and order of her montaged images are not linear, but, as she explains, “combinatory,”
intended to “construct a structure of meanings that express emotions” rather than narrative. 83 In
this way, the editing references, yet ultimately undermines, the organizational logic of language.
Because the Super-8 camera was domestic, portable, and easy to carry in one’s hands, it was a
particularly useful cinematic medium for intimate close-ups conveying physical bodily
proximity.84 Maiolino’s camera comes right up next to her subjects’ faces, engendering a sense
of closeness between her performers and viewers. The physiological effects that some of the
actions might have on the viewer, such as triggering a gagging reflex, exacerbate this physicality.
The film is scarred with a grainy texture and displays lighting inconsistencies, an inherent aspect
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of the medium and her amateur use of it as her first foray into filmmaking. The sunlight, the
warm hues, and the guttural sounds and whispers of de Souza’s audio track work together with
the film’s material textures to exhibit a visceral materiality that underscores vivência (lived
experience) and the body. As such, Maiolino’s anthropophagic subversion of phallogocentric
language privileges emotional intensities, and emphasizes bodily—though unfixed and fluid—
gendered subjectivities that undermine normative identities.
By contrast, this fluidity and openness is partially foreclosed in the film’s photographic
companion series, also titled In-Out Antropofagia (Fig. 2.8). The photographic version of the
work comprises a sequence of black-and-white photographs of the “key moments” of the film
taken by a professional photographer, including a lipsticked female mouth bearing its teeth; a
bearded male mouth exhaling smoke; a female mouth with a single string pinched between its
puckered lips; and lips engulfing an egg poised between a mouth’s interior and exterior.85 This
work was part of Maiolino’s Fotopoemação (photopoemaction) series, photographic
performances resulting from her written poems and Super-8 films. In some cases, she used these
photographs as source material for her Super-8 films, and in other cases, she used stills from her
Super-8s as photographic stills.86 (In this case, she staged the In-Out photographic series
separately from the film.) Hence, the films and the photographs can be understood as
interrelated.87
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According to Maiolino, both the filmic and the photographic works should be understood
as “an unrolling of happenings.”88 Like the Super-8 film, the photographic version has no logical
or linear sequencing. However, unlike the film, the photographs do not emphasize flows and
fluidities, but rather “freeze frames,” distilling and reifying the performance’s key moments.89
Ivone Margulies notes that “each photo internally freezes development in an expectant
suspense,” and displays a sense of potentiality “pregnant with action.”90 In my view, the images
appear rigid, almost posed. In their sharp-focused central framing, and reductive black-and-white
tones, they lack the messiness and contingencies of the film, engendered by its grainy textures,
shifting light, and warm colors. Through its moving image, which captures many subtle facial
movements, the film underscores visceral flows and ambivalent subjective positions in ways the
photographs do not.91
Of course, the most salient aspect of Maiolino’s explicit reference to antropofagia in InOut, is her concern with the encounter between the body and the world, and the navigation
between the boundaries of the body’s interior and exterior, themes that are also reflected in two
strikingly similar and contemporaneous works by Lygia Clark: Canibalismo (Cannibalism) and
Baba Antropofágica (Anthropophagic Drool), both also made in 1973. Clark was one of
Maiolino’s most important intellectual and artistic interlocuters, and Maiolino has even described
her influence in terms of eating: “[Clark] fed my intellect.”92 Tupinambá anthropophagic rituals

88
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inspired these two experimental projects by Clark, which she undertook as participatory projects
with her students at the Sorbonne in Paris.93 In Canibalismo (Fig. 2.9), a blindfolded participant,
wearing a special suit, lies on the floor, with a group of other participants crowded around them.
Communicating through touch, rather than through language, they eat fruit that Clark placed in a
large pocket—or “stomach”—of the blindfolded person’s suit. Like In-Out, Canibalismo
privileges sensations and feelings over language. However, it underscores the group’s
experiences over the individual’s. Similarly, in Baba Antropofágica (Fig. 2.10), participants
unwind small spools of colored thread from their mouths onto another participant lying on the
floor until their body is gradually buried under a dense network of string and saliva.94 Inspired by
a dream in which Clark imagined her inner substance flowing endlessly from her mouth, she
likened the experience to the “vomiting” out of life experiences and having them “swallowed up”
and vomited out again by others.95
Yet, despite the shared visual and thematic sensibilities between these projects and InOut, Clark’s proposals take antropofagia in the direction of a primordial intermingling of the self
and the Other as a psycho-social collective experience; Maiolino’s In-Out, by contrast, explores
fluid boundaries of the self as a political metaphor rooted in an individual’s gendered
subjectivity. While the oral ingestion and regurgitation of string from the mouth echoes
Maiolino’s use of string in In-Out, Clark intended Baba Antropofágica to evoke a collective
phenomenological and psychological experience. Maiolino’s use of string instead focuses on the
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individual’s encounter with the Other. Also, while Clark’s projects were participatory, ritualistic,
and literally embodied, Maiolino’s film performance depicts solitary individuals who never come
together in the same frame. And though it evokes the visceral, Maiolino’s work is ultimately
only representational. Lastly, whereas Clark’s experiments focus on collective psychological
experiences, Maiolino’s film represents a more direct political gesture intended to undermine
authoritarian linguistic repression and fixed gender identity. 96

Lygia Pape, Eat Me: Gluttony or Lust (1975)
Like Maiolino’s In-Out, Lygia Pape’s color 16mm film Eat Me: Gluttony or Lust (1975,
Fig. 2.1), described in this chapter’s introduction, also engages different aspects of the metaphor
of antropofagia to effect distinct modes of gendered resistance. Eat Me existed in several forms:
the previously-mentioned film and two related art installations within which the film was
projected. Despite Pape’s apparent interest in gender and sexuality in the Eat Me film and the
installations, she emphatically denied that they took any feminist position, an issue which I
address and contest.97
Pape married in 1949 at the age of 22, and had two daughters in 1952 and 1958.98 She
first became interested in visual art in 1951 while living with her husband in Petrópolis (RJ),
where she studied art at the Palácio de Cristal. After moving to Rio de Janeiro in 1952, she took
art classes at MAM-RJ with printmaker Fayga Ostrower and painter Ivan Serpa. By the mid1950s, she began to establish herself in the Carioca art scene. She participated in the Concrete art
96

According to Herkenhoff, while Maiolino took antropofagia to the level of social metaphor, Clark took it to a
psychological level. Herkenhoff, “Maiolino’s Trajectory: A Negotiation of Differences,” 340.
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Lygia Pape, “Objetos de Sedução: Eat Me,” Arte Brasileira Contemporânea: Lygia Pape (Rio de Janeiro:
Funarte, 1983), 47.
98
Lygia Pape’s husband was chemist Günther Pape. Her daughters are Cristina (b. 1952) and Paula (b. 1958)
Pape. Biographical details are from Vivian A. Crockett, “Chronology,” in Lygia Pape: A Multitude of Forms, ed. Iria
Candela, exh. cat. (New Haven: Yale University Press, 2017), 168–75.
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movement (1954–58) and later the Neoconcrete art movement (1959–61).99 During this period,
she created prints and sculptures exploring geometric form, Gestalt, and phenomenology. When
the Neoconcrete group disbanded in the early 1960s, she began to collaborate with Cinema Novo
filmmakers, before eventually making her own short films between 1967 and 1975.100
Her interests in cinema and other mass media, coupled with several previous works,
eventually led to her creation of the film Eat Me: a Gula ou a Luxúria.101 The film’s titular
phrase, “A gula ou a luxúria” (gluttony or lust), came from her earlier sculpture Caixa das
Formigas (Box of Ants, Fig. 2.11) that Pape had exhibited in 1967 in the Nova Objetividade
Brasileira exhibition at MAM-RJ. Intended as a critique of the institutional space of the
museum, the work comprised an open mirrored box, on the bottom of which was drawn a bull’s
eye of three black circles: on top of this was placed a small piece of raw meat along with live
ants. Above the circle appeared the words: “a gula ou” (gluttony or), and below it: “a luxúria”
(lust), which according to Pape, referred to the relationship between “sexual devouring and
hunger,” concepts that she returned to in Eat Me.102 Another work, Roda dos Prazeres (Wheel of
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The Concrete art movement was a style of non-objective analytical geometric abstraction that emerged in
Brazil in the early 1950s. The Paulista Concrete Grupo Ruptura, was formed in 1951, followed in 1954 by the
Carioca Grupo Frente. The Carioca artists formed a splinter movement that they called Neoconcretism, which
emphasized organic expression, and the sensorial over the dogmatic rationalism of Concretism.
100
Pape did the graphic design and titles for these films, including Nelson Pereira dos Santos’s Mandacaru
Vermelho (1961) and Vidas Secas (1963), and Glauber Rocha’s Deus e o Diabo na Terra do Sol (1964). Lygia
Pape, “Filmes,” Arte Brasileira Contemporânea: Lygia Pape (Rio de Janeiro: Funarte, 1983), 43–44. Her own first
short film, La Nouvelle Creation (color, 35mm), won an award at the Expo-67 World’s Fair in Montreal in 1967.
Her other films include O Guarda-Chuva Vermelho (1969), A Matemática e o Futebol (1971), and Mário Pedrosa:
PT Saudações (1978), and five Super-8 films: Wampirou (discussed in Chapter Three), Arenas Calientes, Wanted,
and Carnival in Rio (all 1973). Her later film Catiti Catiti (1978) explicitly addressed antropofagia. She also created
a video on Brazilian folk art titled A Mão do Povo for a solo exhibition at CAyC (Buenos Aires, 1974). See Ivana
Bentes, “Chaos-Construction. The Formal and the Sensory in Lygia Pape’s Films,” in Lygia Pape: Magnetized
Space, ed. Manuel Borja-Villel, exh. cat. (Zurich: JRP/Ringier, 2015), 337; and Pape, “Filmes,” Arte Brasileira
Contemporânea: Lygia Pape (Rio de Janeiro: Funarte, 1983), 43–44.
101
Eat Me credits – Direction: Lygia Pape, Camera: Dileny Campos, Actors: Pape, Artur Barrio, and Cláudio
Sampaio, Team: Antonio Manuel, Dileny Campos, Ruth Toledo, Production: Pape, MAM-RJ Cinemateca.
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“Era a ideia da devoração sexual e da fome.” Lygia Pape interview with Lúcia Carneiro and Ileana Pradilla,
Palavra do artista: Lygia Pape (Rio de Janeiro: Lacerda Editores, 1998), 28–29. See also Lygia Pape quoted in
Angélica de Moraes, interview, “Lygia Pape investiga a sedução e a perda,” O Estado de S. Paulo, Cultura Caderno
2, ano IX, number 2, April 22 1995, D5.
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Pleasures, 1968, Fig. 2.12), spurred her interest in the sensual pleasures of the mouth. In this
interactive installation, participants are invited to “taste” different colors from a circle of bowls,
each containing a different colored liquid, which they can sample with a dropper dipped into the
color of their choice, with flavors ranging from bitter and sour to sweet.103 Together, Caixas das
Formigas and Roda dos Prazeres are significant predecessors to Eat Me: the first for its
evocation of gluttony and lust as modes of critiquing an institution (the museum in Caixa and the
mass media in Eat Me), and in the second, for its exploration of the sensual and critical potential
of ingestion.
Pape created the film Eat Me in 1975, at the height of the Brazilian military dictatorship,
and just two years after the military police had imprisoned and tortured her for her dissident
political activities.104 Pape’s anti-authoritarian anarchism and receptivity to Leftist ideas
cemented her stance against both the dictatorship and U.S. imperialism.105 As such, in the film’s
satirical appropriation of advertising and the language of marketing, Eat Me can be interpreted as
a critique of the dictatorship’s collusion with mass media propaganda entities (like the Globo
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In addition to a film of Pape activating Roda dos Prazeres on a beach (Fig. 2.12), she also enlisted her
housekeeper, a black man named “Mineiro” to try it out, which was documented in a series of color photographs
from 1968 by Mauricio Cirne, echoing Parente’s use of her housekeeper as an actor in Tarefa I (see Chapter One).
Crockett, “Chronology,” 171.
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Pape participated in the famous, anti-dictatorship “March of the One Hundred Thousand,” in Rio de Janeiro
on June 26, 1968 in response to increasing police repression of student protests. Later, she provided logistical
support to political dissidents, who turned her in when they were arrested. In February 1973, she was arrested,
imprisoned, and tortured for several months. First, she was placed in the Center for Internal Defense Operations
(DOI-CODI) in Maracanã, where she spent one month in solitary confinement, was subjected to sound torture, and
essentially starved; then she was transferred to the Vila Militar, Rio de Janeiro, where under pressure from her
husband Günther Pape, who had connections with military personnel, she was given a military trial and was barely
acquitted by a jury of four to three. Denise Mattar, Lygia Pape. Intrinsecamente Anarquista (Rio de Janeiro: Ed.
Relume Dumará: Prefeitura, 2003), 79–80; Iria Candela, “The Risk of Invention,” in Lygia Pape: A Multitude of
Forms, 11; and Crockett, “Chronology,” 171–72.
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Pape described her politics as such: “I’m intrinsically an anarchist . . . I have this terrible inclination not to
respect rigid structures. I cannot abide power and hierarchies . . .” Pape interview with Lúcia Carneiro and Ileana
Padilla, “Birds of Marvelous Colors” (1997), in Lygia Pape: A Multitude of Forms, 23. Her interest in Leftist
politics is demonstrated in a 30-minute documentary she made in 1978 about the involvement of her friend, critic
Mário Pedrosa, in the Brazilian Worker’s Party (Partido dos Trabalhadores, PT), titled Mário Pedrosa: PT
Saudações (Mário Pedrosa: PT Greetings). Crockett, “Chronology,” 173.

126

Network) and their U.S. economic interests.106 However, Pape’s critiques in Eat Me are also
explicitly gendered. She specifically attacks the mass media’s representations of normative
gender and sexuality through two distinct anthropophagic strategies of resistance: engaging
“anthropophagic subjectivity” to disrupt reified gender binaries, and “cannibalizing” mass media
forms to subvert their representations of women. Like Maiolino’s In-Out of two years prior,
Pape’s Eat Me valorizes unfixed over reified gender identities.107 Eat Me’s alternating close-up
shots of a female mouth (that of Pape), and two male mouths (those of artists Cláudio Sampaio
and Artur Barrio), which are bearded but also wearing lipstick, while sucking on colorful jewels,
inhaling/exhaling smoke, and eating and/or performing fellatio on hot dogs, invokes
antropofagia, not just on the level of intentional influences, but in terms of presenting non-reified
gender, revealing an impish engagement with both alterity and eroticism.
Eat Me also employs antropofagia as a strategy of appropriation, transformation, and
subversion, in keeping with the Troplicália-era mobilization of the cannibalist metaphor: to “eat”
mass cultural forms, to “digest” them through parody and irony, and to disrupt them from within
in order to resist the dictatorship’s ideologies, U.S. economic intervention, and the mass media’s
collusion with both. The film’s high production values and tightly controlled framing and pace
recall the aesthetic of television, which the film “cannibalizes” in order to challenge its logic.
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U.S. economic involvement in the Globo Network and other Brazilian television networks included U.S.
commercial investments reinforcing Brazilian commercial media structures, U.S. entities supplying the news to
Brazilian networks, Brazilian networks adopting U.S. management styles, and U.S. advertisers influencing Brazilian
programming. Straubhaar, “Telenovelas in Brazil,” 140.
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It is unclear if Pape had seen Maiolino’s In-Out when she made Eat Me. Though Maiolino and Pape both
participated in Aracy Amaral’s Expo-Projeção 73 at Espaço Grife in São Paulo (1973), the catalog indicates that
Maiolino did not show In-Out in that venue. She did show In-Out at the I Festival de Super 8 de Curitiba (1974),
possibly its debut, where it was awarded a prize, and in 1976 at Petite Galerie in Rio. Both artists were again
included in the Mostra de Arte Experimental de Filmes Super-8, Audiovisual e Videotape (1975), at the Maison de
France, Rio de Janeiro, but it is unknown which works were included. When I asked Maiolino about Pape’s previous
knowledge of In-Out, Maiolino stated that she does not know if Pape saw it and that they were not friendly. Anna
Maria Maiolino, interview with the author, August 1, 2016, São Paulo.
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While In-Out’s warm, soft, and grainy Super-8 aesthetic emphasizes materiality and
viscerality, evoking bodily ingestion, digestion, and expulsion, Eat Me’s higher-grade 16mm
film stock boasts a richer color quality and a crisper image, underscoring its associations with
color television.108 Eat Me’s professional lighting is cool and controlled, producing an affected
sparkle on the juicy wet lips and jewels that conjures the visual language of advertising. Unlike
In-Out’s emphasis on the physical movement of the cameraman around the performers’ bodies,
the framing of the mouths in Eat Me is more tightly cropped and standardized, calling attention
instead to the screen. Eat Me’s editing, determined mathematically, is also more systematic and
regimented than that of In-Out, which is looser and suggests an ephemerality that also
underscores bodily movement.109 Lastly, the two films’ soundtracks produce different effects: InOut’s guttural and echoing voices, whispers, and laughter are eerie and visceral, while Eat-Me’s
pulsating wave of female moaning alludes to an orgasm, which culminates in the appropriated
audio of an actual advertisement for ladles.110 So, while Maiolino’s In-Out “cannibalizes”
phallogocentric speech to undermine the disciplinary strategies of censorship, Eat Me evinces a
more technical, visual, and televisual sensibility that “cannibalizes” televisual forms to disrupt
their modes of communication.

108
16mm film was created for use in amateur and educational films, as well as television. It has a higher image
quality than Super-8 (8mm). Color television was first introduced in Brazil in 1972, though it was not widely
available until 1978. Albert Abramson, The History of Television, 1942–2000 (Jefferson, NC: McFarland, 2008),
37–76, 105–21; Michèle Mattelart, Armand Mattelart, The Carnival of Images: Brazilian Television Fiction (New
York: Bergin & Garvey, 1990, 21.
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Pape explains: “the film was edited mathematically, in that the sections were cut by the meter, based on the
following principle: I divided the film into two parts, then divided each half into two again and so on, until I
obtained a pulsation that grows into a crescendo up until the end.” Pape, “My work in Marginal Cinema,” in Virgen
Territory: Women, Gender, and History in Contemporary Brazilian Art, ed. Susan Fisher Sterling, Berta Sichel, and
Franklin E. Pedroso, exh. cat. (Washington, DC: National Museum of Women in the Arts, 2001), 91.
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Pape probably utilized the Conchas Cook ladle ad for its association with women’s traditional roles as cooks
in the domestic sphere, as well as for the “suggestive” feminine form of the ladle. Vanessa Rosa Machado,
“Anarquia e crítica em Lygia Pape,” II Encontro de História da Arte – IFCH/UNICAMPE (2006), 361.
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Through Pape’s evocation of “gluttony” and “lust” in the film’s title, she equates
consumerism with hunger and sexual desire, and reveals the ways capitalist media exploit
sexuality to stimulate desire for consumer goods.111 This “hunger” for consumer goods also
recalls Glauber Rocha’s “Aesthetics of Hunger”: as an antidote to Brazil’s colonized status—its
“hunger”—his manifesto advocates approaches to filmmaking that are “prepared to stand up
against commercialism, exploitation, [and] pornography.”112 In other words, it endorses films,
like Pape’s Eat Me, that worked to resist the foreign economic influences exploiting Brazilian
interests. Pape herself describes Eat Me as “an attack on the mass media,” but explains that the
censors “read [it] as pornography,” and for this reason, banned it from distribution in cinemas for
three years.113 In addition to the erotic imagery, this is probably also due to the fact that the title
is a play on words—“to eat” (“comer”) is a double-entendre; it is also slang for “to fuck.”114 By
directly addressing the viewer to “eat me,” Pape also implicitly invites them for sex, a
provocation which can be read as a tactic for claiming agency over her sexuality. Yet, the most
obvious associations of “gluttony” and “lust” are Christianity’s Seven Deadly Sins. As such, the
most direct interpretation of the work is as a critique of the religious disciplinary values intrinsic
to Brazil’s pervasive Catholic culture.115
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While the titular term “luxúria” translates as “lust” in English, it also has connotations with the terms
“luxury,” “decadence,” and “excess,” again evoking consumerism and advertising. One critic even described the
work as using “eroticism as a vehicle of consumption.” (. . . o uso do erotismo como veículo de consumo.) “MulherObjeto: da fome ao sexo, da gula a luxuria” Ultima Hora (São Paulo), May 12, 1976, n.p.
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Systems, 8
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Pape,” II Encontro de História da Arte – IFCH/UNICAMPE (2006), 98, 142.
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Pape’s interest in the confluence of the Christian sins of gluttony and lust with sexualized
mass media representations of women’s bodies echoes an erotic Pop painting by the Nova
Objetividade Brasileira artist, Teresinha Soares (b. 1927), titled Pecados Mortais (Deadly Sins,
1968, Fig. 2.13), which may have influenced Eat Me. This rectangular plywood relief comprises
three image quadrants arranged vertically, such that they appear as the successive still images of
a filmstrip, bordered on either side by orange sprocket holes. The figures depicted inside each
“film still” are composed of flat shapes of gray, orange, red, and pink, and reveal erotic images
of women’s abstracted bodies—at the top, a woman’s torso, her nude fleshy breasts on full
display, with one hand holding an oblong yellow form, possibly a cracker, and the other, a wine
glass; in the middle, a mask-like male face appearing to gaze at a woman strutting in an orange
corset in the background; and at the bottom, a close-up of a woman’s garish face with an
exaggerated smile in the foreground, and another woman’s nude body behind her. These freeze
frames evoke a narrative, suggesting a cabaret with showgirls performing an erotic spectacle for
male voyeurs. At the top of the entire composition appear the words: “Inveja Gula e Prazer”
(Envy Gluttony Pleasure). Through the typography’s uneven caps, the second part of the first
word—“veja,” meaning “to see”—is visually emphasized, thus highlighting the importance of
the gaze in the image. Using a Pop aesthetic, the work critiques the fetishization of the female
body in both mass media and pornography, through the chunky relief and containing framing
devices of the squares to negotiate eroticism, intimacy, and alienation.116
Both Pape and Soares had participated in 1968 in the exhibition, O Artista Brasileiro e a
Iconografia de Massa (The Brazilian Artist and Mass Iconography), organized by Frederico
Morais at the Faculdade de Desenho Industrial in Rio de Janeiro, and it was likely that Pape was
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Even so, these are less legible than erotic images in U.S. Pop, such as those of Tom Wesselmann.
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aware of Soares’s work, though it is unclear if she had specifically seen Pecados Mortais.117 The
work nevertheless seems to anticipate Eat Me in its ironic critique of cinematic representations of
women’s bodies and eroticism catering to the male gaze, and in its associations with the
Christian sins of envy, gluttony, and lust (pleasure). However, while Pecados Mortais suggests
scenes from an actual film, Pape’s film exploits lighting, color, and soundtrack to suggest several
mass media forms (including advertising and pornography) without actually appropriating mass
media images. Soares’s painting depicts women’s bodies (abstractly), while Pape’s film only
ever shows mouths, never directly depicting nudity or explicit sexual imagery. For Soares, who
was from the conservative Catholic state of Minas Gerais, the juxtaposing of sexual imagery
with Christian references was a provocative critique of the Church’s conservative attitudes
toward women and the hypocrisy of Brazilian society at large, which officially rejects these
images, but still consumes them.118 Pape’s invocation of two deadly sins not only alludes to
religious conservativism, but also to consumerism and its propagation through the Brazilian mass
media, thus providing economic and media critiques that are absent in Soares’s painting.
In addition to the film version of Eat Me, there were also two iterations of an installation
with the same title created a year later, one at Galeria Arte Global (GAG) in São Paulo, and one
at MAM-RJ, both of which treated themes around gender and sexuality and which were censored
to varying degrees.119 The first Eat Me installation was presented as a part of Pape’s exhibition

117

Pecados Mortais was shown in Soares’s first solo exhibition at Art-Art Gallery in São Paulo (1968), but I do
not know if it was included in O Artista Brasileiro e a Iconografia de Massa. Other participants in Iconografia de
Massa included Antonio Dias, Antonio Manuel, Hélio Oiticica, Nelson Leirner, and Rubens Gerchman. See Sofia
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118
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1960–1985, eds. Andrea Giunta and Cecilia Fajardo-Hill, exh. cat. (Munich: DelMonico, 2017), 350.
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According to Pape, the Eat Me film was shown in the exhibition, but should be considered an independent
work. Pape in Angélica de Moraes, “Outside the Frame of the Screen” (1998), interview with Lygia Pape, in Lygia
Pape: A Multitude of Forms, 44.

131

Lygia Pape: Obras (the first solo show of her career), in May 1976 at the now-defunct GAG.
Owned and operated by the Globo Television Network, its goal was to promote contemporary
Brazilian art and young artists.120 As a part of the gallery’s programming, Globo Television
reported on its exhibitions during primetime national broadcasts, right before the most
competitive timeslot of the eight o’clock telenovela (“novela das oito”).121
Like the film, Pape intended the Eat Me installation as a critique of the objectification of
women in consumer culture and the mass media, but through the use of actual objects and spaces
that hybridized a sales showroom and a nightclub.122 Pape divided the white cube space into two
sections lit with colored lights: one room was red and one blue. In the middle of each colored
space were cube-shaped display cases, which presented small paper sacks (the size and shape of
popcorn bags), imprinted with a lipstick “kiss” and signed by the artist. Pape filled these sacks
with what she called “Objects of Seduction”—perfumes, nudie calendars, aphrodisiac lotions,
pubic hair, magic recipes, peanuts (believed to be a male aphrodisiac), and what she described as
“feminist texts.” 123 Each bag was for sale for one cruzeiro a piece (Figs. 2.14, 2.15).124
In addition to the Eat Me film projection inside the gallery, the GAG show also included
an auxiliary element outside the exhibition space: a thirty-second video of what Pape describes
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Shtromberg, Art Systems, 99–102.
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Pape, “Objetos de Sedução: Eat Me,” 47. My description of this installation is based on contemporaneous
exhibition reviews, because I was unable to locate photographic documentation of this show.
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I have been unable to discern which specific “feminist texts” were included in the sacks, but they are
mentioned in Francisco Bittencourt, “A Gula e a Luxúria Segundo Lygia Pape,” Tribuna da Imprensa (Rio de
Janeiro), August 21–22, 1976, 3.
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Un-dated, un-paginated exhibition checklist in the MAC archives; Pape, “Objetos de Sedução: Eat Me,” 47.
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as “a frankly pornographic mouth,” which was broadcast on the Globo Television Network.125
While it is unclear what exactly the video looked like,126 or how many days the ad actually aired,
Pape insisted that by “penetrating” people’s homes through the mass media, she was displaying a
virtual exhibition.127 Moreover, by appropriating a television commercial, Pape effectively
“cannibalized” it by absorbing its form and reformulating it. She infiltrated the actual broadcast
circuits with a sexy image as an ironic critique of the ways real advertisements exploited lust to
sell products, an act made even more radical by undertaking it on the Gobo Network, the official
communication arm of the dictatorship.128
The GAG exhibition was supposed to run for about two weeks (May 11–28, 1976), but
the authorities closed it within a day, censoring it for its allegedly pornographic content.129
President Emílio Médici had issued a censorship decree in January 1970 prohibiting television
programming that was offensive to moral decency, and which specifically targeted nudity and
sex; censors sought to regulate “appropriate” representations of women’s sexuality by banning
pornography.130 Since GAG was directly tied to the network, it was under more intense scrutiny
than other experimental art galleries. Ironically, it was precisely pornography that Pape sought to
appropriate in order to critique it—not for its eroticism, which she playfully endorsed—but
rather to expose the direct links between the sale of women’s sexuality and the sale of products.
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Lygia Pape interviewed by Angélica de Moraes, in Lygia Pape: A Multitude of Forms, 44.
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de Janeiro, Funarte Foundation Archives, 8–9.
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The second and longer iteration of the Eat Me installation took place at MAM-RJ from
August 12–30, 1976, in what was called the “experimental space,” which was larger than GAG
and black instead of white.131 Along one wall of the gallery were three small booths, structured
with draped black plastic and lit with red spotlights (Fig. 2.16). Inside each booth, Pape placed
the sacks containing the Objects of Seduction in low black platforms (Fig. 2.17). The sacks in the
first room contained colored perfume bottles, makeup, and hand mirrors; those in the second
room contained hair, cigarettes in the shape of lipstick, and calendars with photos of sexy
women; and those of the third room contained peanuts and “feminist texts” by Brazilian women
authors (which Pape states she included as a “contradiction”).132 On the back wall of each room
hung neon signs spelling out the words “Eat Me: a Gula ou a Luxúria”—one in green, one in
yellow, and one in red—creating a glow that critic Frederico Morais described as a “mix between
a motel, a nightclub, [and] a cabaret.”133 Evoking peep show booths, the little rooms conjured the
spaces where sex is bought and sold.
Opposite the booths were three large glass-covered, cube-shaped display cases (Figs.
2.16, 2.18), inside of which Pape presented an array of quotidian and erotic things, all brand new
and neatly arranged as if for sale, including twenty shiny red apples dotting a bed of curly-haired
wigs, an artful array of objects including a corset, a curved hairpiece, a pair of dentures, fake
nails, fake eyelashes, nylons, and other “clichés of seduction.”134 (Fig. 2.19) These were all
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flanked by rows of neatly aligned circular mirrors, posters of nude women, and “literature for
men.”135 As with the film and the black booths, these display cases created an ironic equation
between economic consumerism and physical consumption (eating and sex/gluttony and lust).
While Pape had previously “penetrated” the private spaces of people’s homes through a
television advertisement, in the MAM-RJ version of the work, she infiltrated public space with a
film projected on the external wall of the museum, depicting herself sexily beckoning spectators
to enter with her index finger. Two photographic stills of this film depict the artist standing
before a red curtain and in a green velvet blouse, her head cocked slightly to the side, smiling
playfully at the camera, her hand thrust forward with her index finger erect and curling toward
her, as if seductively beckoning the viewer (Fig. 2.20).136 The exterior projection faced a busy
highway outside the museum and was quickly censored for “interfering with traffic.” 137 An
identical image of Pape beckoning spectators to enter was positioned inside the show, hidden
behind a curtain at the entrance. It is likely that Pape also projected the Eat Me film inside the
gallery near the display cases, on a wall in front of two rows of chairs (Fig. 2.16).138 As with the
previous installation at GAG, these moving image projections inside and outside the museum
connected its interior and exterior spaces, an arrangement which Pape claimed was grounded in
her Neoconcrete roots and fascination with the moebius strip (a half-twisted, looped strip with
one continuous surface).139 However, a more obvious reading is that it represented her
exploration of the dichotomies between public and private spaces; it also revealed her
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observations about which aspects of women’s sexuality must remain hidden and which could be
made explicit during the regime, thus gendering the moebius strip’s formal thrust.
Ultimately, both the Eat Me film and its two related installations functioned as a critique
of the objectification of women and the exploitation of sexuality in Brazilian advertising,
pornography, and other mass media forms. Pape even described the project as embedding what
she termed “Patriarchal Space” (advertising’s objectification of women and use of eroticism to
sell products) within the system of “Poetic Space” (the creative space), revealing the “patriarchal
society [that] lies behind this false shiny consumerism.”140 Despite her use of language evocative
of feminist thinking, Pape did not label herself or this work as “feminist.” Instead, she claimed
that she did not intend it as a “feminist transaction, because I had serious doubts on these
positions.”141 This refusal was probably due to a number of factors discussed in the Introduction
and Chapter One, including Brazilian stereotypes that feminism was doctrinaire, aggressive, and
man-hating, and moreover, imperialist.142 She saw herself privileging instead phenomenological
sensory experience, and she likely felt that her own lighthearted play with eroticism and desire
was at odds with a dogmatic feminist argument, views I unpack in what follows.143
Despite what appears to us as the obvious feminist messaging of the Eat Me film and
installations, feminist analyses of the work have been limited because of Pape’s own claims. At
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the time the installations were first shown, only male art critics reviewed them. They
acknowledged the gendered theme, but through a misogynistic logic that both critiqued feminism
and denied that Pape was a feminist. For instance, in a 1976 review of the MAM-RJ Eat Me
installation, critic Francisco Bittencourt highlighted the work’s critique of sexism in advertising
and society, while placing the blame on women themselves:
The male visitor . . . will feel that not all will continue in the best of worlds,
especially having as an adversary a woman of wit and intelligence, such as this
artist, who refuses to participate in the naïve feminist game of “playing outside
the bra.” And women, accommodating and passive in their role as object, are
going to begin to realize . . . that their moment is also arriving, to abandon their
comfortable positions as objects . . . .144
For Bittencourt, the individual woman artist (Pape) had outwitted the dumbfounded male visitor,
but women as a whole were responsible for their own objectification.145
Surprisingly, it was not until 1992 that anyone referred to Eat Me as an overtly “feminist”
artwork, when the journalist Angela Pimenta described it as a “feminist ecstasy” (arroubo
feminista).146 In recent years, several art historians have begun to position Pape’s art practice
within the broader context of feminist art.147 For instance, art historian Claudia Calirman has
argued that while Pape adamantly refused the feminist label, she contributed to the feminist
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canon.148 Pape, she maintains, was “able to question traditional gender roles and introduce topics
related to women’s constructed identity in Brazilian art without any overt engagement with the
discussion of gender.”149 This seems to be willfully blind: Pape is explicitly dealing with gender.
As I have argued, Pape not only highlighted the fluidity of gender through her engagement with
anthropophagic subjectivities, but she also criticized the Brazilian mass media’s objectification
of women and reification of gender identities. In fact, Pape’s work and ideas can be squarely
framed within feminist discourses on gender.
As further substantiation of this argument, we can turn to a research project Pape
undertook in 1977 titled “A Mulher na Iconografia de Massa” (The Woman in Mass
Iconography), which directly relates to the ideas in Eat Me.150 Pape’s thesis-like project,
comprising over fifty pages of “poetic” text, infographics, and photographic documentation,
developed a visual archive of representations of women in mass media (billboards, advertising,
etc.) in and around the urban centers and outlying favelas of Rio and São Paulo, in order to
examine how such images were constructed and consumed. It reads like a second-wave feminist
critique of representations of women in the mass media, recalling U.S. and European feminist
writings, including Simone de Beauvoir’s The Second Sex (1949, translated into Portuguese in
1960), and Betty Friedan’s The Feminine Mystique (1963, translated into Portuguese in 1972) as
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well as the writings of Brazilian feminist journalists Heloneida Studart (discussed in Chapter
One) and Rose Marie Muraro, who both borrowed liberally from de Beauvoir and Friedan.151
By way of example: Friedan and de Beauvoir discuss the “othering” and “objectification”
of women in society and cultural representations, ideas that Pape also rehearses in her text.
Echoing Friedan’s argument that the mass media constructs women’s identities, Pape maintains
that the Brazilian mass media transforms women into mythological figures, thus coercing them
to accept as normative the idealized beauty represented in telenovelas, films, and women’s
magazines.152 While it is unknown if Pape had read de Beauvoir or Friedan, she was likely aware
of Studart and Muraro, who wrote for popular women’s magazines at the time. Studart’s Mulher
Objeto de Cama e Mesa is even mentioned in a 1976 review of Eat Me at MAM-RJ by Frederico
Morais, so it likely Pape was at least aware of the book.153
Much like Pape’s equation in Eat Me of women’s bodies and products for sale in mass
media, Studart writes in Mulher: Objeto da cama e mesa, “Like soap, shampoo, fashionable
dress, women must be consumed.”154 One page from Mulher: Objeto da cama e mesa even
includes an image that is described as “a partial reproduction of an advertisement published in
the Brazilian press” (for car bumpers), depicting a woman, seen from the side, and cropped so
that we only see her torso and upper legs, clad in a sparkly bikini thrusting out her breasts and
buttocks (Fig. 2.21). Below it, Studart’s caption reads: “The woman’s body serves to sell
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everything: including the bumper of an automobile.”155 Studart’s concern with the ways
women’s sexuality is used to sell products directly aligns with Pape’s critiques in her text and in
Eat Me. Like Studart, Pape appropriates sexy images of women in her deconstructions of them,
which sets them both apart from U.S. feminists, who largely avoided such depictions
altogether.156
Although Pape did not include any feminist texts in the bibliography for “The Woman in
Mass Iconography,” she did include Rose Marie Muraro’s A automação: e o futuro do homem
(Automation and the Future of Man, 1968).157 While not explicitly feminist in terms of its focus
on the Information Age (including the mass media), Muraro’s book does include a section on
women’s sexual liberation, and the books she published directly before and after were overtly
feminist, even while strongly informed by socialism and essentialism.158 Her previous book, A
Mulher na Construção do Mundo Futuro (Woman in the Construction of the Future World,
1966), argues that because of women’s “inherent” maternal instincts, they are especially
positioned to create a more egalitarian society; and her subsequent book, Libertação sexual da
mulher (Women’s Sexual Liberation, 1970), a critique of capitalism and the mass media, argues
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that within the new era of technological innovation, the mass culture’s harmful effects can only
be overthrown through gender equality and sexual liberation.159
I hypothesize that Pape had read both A Mulher na Construção do Mundo Futuro and
Libertação sexual da mulher, and that they impacted her feminist provocations in Eat Me. Like
Muraro, Pape writes about “mass culture” and its nefarious effects on women and their roles in
society.160 In Libertação sexual da mulher, Muraro critiques representations of women’s
representation in the mass media, complaining they function merely as erotic objects for men’s
pleasure, a critique that Pape also makes in Eat Me.161 Muraro also anticipates Pape’s equation of
sexual consumption and market consumption in Eat Me.162 Given these similarities, it is
surprising that Pape repeatedly insists that these views are not “feminist.” For instance, on the
ways patriarchy oppresses women, she writes: “Without any feminist preconception, mass
society and its patriarchal character confers and feeds this position of women being second
string.”163 On women’s social relationship of subordination to men, she states: “There is no
aftertaste of feminism, only that the framework keeps the woman trapped in a position that even
in leisure remains the same: as a subsidiary of male desires.” 164
Pape’s approach is very much in keeping with feminist politics in Brazil at the time, in
which feminists attempted to distance themselves from U.S.-style feminism. Even Muraro was
hesitant to identify as an outright feminist until the early 1970s, and then she was careful to
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distinguish what “type” of feminist she was, stating in 1972, “There are two types of feminism:
an older one [which] . . . pits woman against man . . . [and] another, which sees women’s
oppression within a more global social struggle and dialectically synthesizes that struggle for
justice.”165 It is likely that Pape, like Muraro, wanted to avoid “bad” (imperialist) U.S.-style
feminism because she did not want to alienate her male colleagues and collaborators, and thus
focused instead on media theory, semiotics, and Marxism to structure her feminist arguments.166
She may have also taken issue with the biological determinism of writers like Muraro who
equated the “feminine” with essentialized characteristics like maternity and sensitivity.167
Similarly, French-Brazilian feminist critic Sheila Leirner commented on her dissatisfaction with
essentialist approaches in Brazil to analyzing women’s art in 1980, writing, “There is now a
mystifying tendency to speak in essences and to theorize about the ‘natural’ ways of women,” a
critique Pape likely agreed with.168
Given Pape’s ludic treatment of erotic imagery in Eat Me, I speculate that she sought a
less essentialist, more sex-positive feminism that embraces women’s desire, especially given
Muraro’s condemnation of pornography as the outcome of the repression of male sexuality in
mass culture.169 In her play with gender fluidity and satirizing of pornography, Eat Me poses
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questions about the stability of gender identifications and challenges sexual mores as part of a
broader strategy to resist normative values around gender and sexuality promoted by the
dictatorship and the Brazilian mass media. Ultimately, her writing, together with the images in
the Eat Me film and installations, reveal a potent feminist critique of the Brazilian mass media
and the regime with which it colluded. Pape’s brand of feminism embraced gender fluidity,
women’s sexual freedom, and eroticism, but critiqued the ways the mass media objectified
women’s bodies and instrumentalized female sexuality to sell products. This was a nuanced
feminist position at the time, one that was difficult to articulate in the face of the purist positions
of U.S. second wave feminism. It was also intolerable to the dictatorship’s disciplinary
apparatus, which could only interpret her imagery as pornographic, rather than as a subtle
critique of mass media images of women, and for these reasons the state censored it in its various
forms.

Sonia Andrade, Feijão (1975)
Like Maiolino and Pape, Sonia Andrade also rejected the feminist label. Her attitude may
have stemmed in part from her membership in the Carioca group of early video art “pioneers,”
consisting of both men and women who saw each other as equals (discussed in the Introduction
and Chapter One). The last case study of this chapter, a video by Andrade titled Feijão (Beans)
(1975, Fig. 2.22), nevertheless demonstrates that she marshaled gendered subjectivity as a form
of resistance through her engagement with antropofagia. However, her ultimate unruly refusal to
eat gestures toward a form of revolutionary violence that Glauber Rocha terms the “politics of
hunger” as a mode of addressing both Brazil’s postcolonial status and the dictatorship.170
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Feijão is the second vignette in a series of eight short videos known as the Primeira série
(first series), that Andrade made between 1974 and 1977, four of which were discussed in
Chapter One.171 The approximately eight-minute, black-and-white, half-inch Portapak video
opens with a shot of the artist taped from a fixed vantage point, as she sits at a table in a closedin terrace preparing to eat a traditional Brazilian meal: a plate of black beans, bread, and guaraná
soda. She faces the camera, framed so that we see the table, her seated upper body, and a
television placed directly behind her. A long horizontal window in the background reveals Rio’s
urban tropical landscape of palm trees and high-rises. Andrade begins her performance by
carefully ladling beans from a large pot into her bowl, tearing some bread, and pouring herself a
glass of soda. While the actions of her performance unfold, the television behind her, tuned into
the Globo Network, broadcasts an episode of the U.S. television series Tarzan, dubbed into
Portuguese, and the Brazilian commercials that accompany it. She begins by scooping the food
into her mouth calmly, almost monotonously. After a few minutes, she starts shoveling it in more
aggressively. She doles out more beans from the pot and tears more bread with increased frenzy,
and then begins to dribble the food on her head, pour it down her shirt, and wipe it on her face
and clothes. Eventually, she begins propelling the beans toward the camera, where they
explosively impact a clear plastic surface placed between herself and the lens. The screen
becomes increasingly clogged with beans until it goes black.
The use of video visually and conceptually differentiates Feijão from Maiolino’s and
Pape’s use of film. The image is in black and white and has a low resolution, which casts a
darker mood over the artist’s frantic gestures, despite the silly antics and playful music of the onscreen television show behind her. Video images, created through interlacing horizontal and
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vertical scan lines of lightness and darkness, and occasionally distorted with moiré and
electromagnetic interference lines, recall the aesthetics of live television broadcasts in the 1960s
or surveillance videos today. Andrade did not edit the video, but shot it in one continuous take,
and her actions unfold in “real” time. Together, the framing and lack of editing lend the work a
documentary sensibility, also contributing to its bleak tone.
The camera’s recording of the television program, Tarzan (a screen within the screen),
and its televised soundtrack characterized by the artificiality of its dubbed voices, all collaborate
to make the viewer hyper aware of the video medium itself.172 The pacing and timing of
Andrade’s actions in concert with the rising tension in the television episode’s plot, and its
punctuation with the soundtrack of incessant chimpanzee wailing, creates an unnerving
connection between what is occurring on the television and the artist’s startling outburst with the
beans. Though Andrade has stated that the television show playing in the background was not
strategic, but appeared by chance, it is still worthy of analysis both for its striking relationship to
her performance, as well as for providing a backdrop relating to imperialism.173
In the television series Tarzan (1966–68), the titular character (played by Ron Ely) is an
educated white man who has grown tired of civilization and has returned to the “jungle” where
he grew up to keep his home safe from poachers and other wrongdoers—largely “colonizer”types like scrupulous land developers, thieving traders, zealous missionaries, and corrupt military
and police.174 He is assisted by his chimpanzee, Cheetah, and a local brown-skinned orphan boy,
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named Jai (played by Manuel Padilla, Jr.). The particular episode of Tarzan featured in Feijão is
titled “Voice of Elephant.” It tells the story of the wrongful accusation of Jai’s elephant Tanto for
the murder of an imperial government bureaucrat, a coverup for the real culprits—a tribal chief
colluding with a thieving trader—and the elephant’s subsequent “trial” among the tribal elders,
for which Jai procures a lawyer to “defend” the elephant (Fig. 2.23).175
Though the scene playing during Andrade’s bean performance is viewable on the
television behind her, separate viewing was required for the detailed synopsis that follows. It
depicts a sequence involving Jai and Cheetah, in which Jai attempts to hire a lawyer (a British
colonial administrator named “Judge Lawrence”) who works in the “Government House.” A
military guard initially refuses to allow Jai entrance to the colonial precinct, so the monkey runs
past him making loud noises (accompanied by a whimsical flute soundtrack) and climbs up a tall
tower. While the guard is distracted and chases the monkey, Jai is able enter one of the buildings,
and eventually locate Judge Lawrence (in the midst of making a phone call to “London”), with
whom he pleads to take on Tanto’s case. Charmed by the boy’s primitive naïveté, the judge
agrees to represent the elephant, before the scene cuts to commercials (announced by the flashy
Globo Television logo). The advertisements that occur in the interlude include spots for a hair
product, a dance club featuring “sexy” dancers, and soup (during which a mother cooks for her
child). After the commercial break, we briefly witness the next narrative sequence in which Jai
introduces Judge Lawrence, wearing a suit and ascot, to the strapping Tarzan, clad in nothing but
a loin cloth. Andrade’s beans slowly accumulate on the screen in front of her, before completely

“primitive” landscapes (the Sahara, the jungle, volcanic mountains, etc.) and ethnic groups (“African” tribes, Latin
American indigenous peoples, North African Muslims, etc.).
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blocking our view of the background and effectively cancelling out the television narrative
behind her.176
Tarzan’s portrayal of the encounter between “civilized” and “primitive” man recalls
Glauber Rocha’s critiques of cinematic representations of Latin America in “The Aesthetics of
Hunger.” Specifically, the show reflects the kinds of representations that Rocha describes,
produced and consumed by foreign audiences, which present Latin Americans as “primitives”
and reduce their real struggles (their “hunger”) to a “formal exoticism that vulgarizes social
problems.”177 Andrade’s video presents a critical commentary on Tarzan’s imperialist,
“primitivizing” representations. While the original Tarzan television series was broadcast in the
U.S. in the new technology of color television (which had become broadly available there in
1965), this was not widely available in Brazil until 1978.178 Hence, it is likely that the television
set depicted in Feijão was broadcasting the show in black and white. Because the Feijão video is
also in black and white, the rich, vibrant colors of the original Tarzan are reduced to drab tones,
echoing Rocha’s assertion in his manifesto that the “hunger” in Latin America “will not be
assuaged by . . . the cloak of technicolor.”179 The irony underscored by Andrade’s inclusion of
Tarzan in the background, is that a show intended for U.S. audiences about the inhabitants of an
unspecified “exotic jungle” (which could easily be a stand-in for the Amazon), was being
broadcast in Brazil. Its appearance not only attests to the pervasiveness of U.S. television
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programming in the country, but also reveals how Brazilian audiences (precisely the “Others” the
U.S. show represented) consumed stereotyped U.S. representations of “exotic Others.”180 The
show represents a mid-1960s counterculture utopian fantasy of a civilized white man (Tarzan)
returning to the wild to fight imperialist wrong-doers, generically reflecting the U.S. New Left’s
interest in anti-imperialism and resistance to authoritarianism. However, within the context of
Brazil, that message was lost: it was distributed on the Globo Television Network, complicit in
supporting the dictatorship.
Art historian Olga Fernández López describes Rocha’s “Aesthetics of Hunger,” as a
political reworking of Oswald de Andrade’s “Manifesto Antrópofago,” suggesting that while de
Andrade’s earlier manifesto advocates ingesting, digesting, and transforming a colonizer’s
culture, Rocha’s manifesto urges his followers to refuse to eat altogether, valorizing instead
hunger (symbolic of underdevelopment) as a strength, and overcoming the colonizer’s
imperialism through a violent overthrow.181 Rocha maintains that the “culture of hunger” can
only “surpass its own structures” through violence.182 While Sonia Andrade’s unruly behavior of
smearing the beans on her body before throwing them at the screen, is perhaps more unhinged
than outright violent, it is still very aggressive. Rocha warns that the “aesthetics of violence are
revolutionary rather than primitive”: by propelling food specifically identified with Brazil on her
body and at the screen, Andrade’s actions should not be seen as infantile (another form of
primitivizing that should be rejected), but as rebellious, intended to reject the nationalistic
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conceptions of Brasilidade disseminated by the dictatorship and the media.183 As such, Paulo
Herkenhoff rightly describes Feijão as “deal[ing] with the horrors of Brazilian daily life, of a
tropical country dictatorship allied to underdevelopment, repression, and suppression [which]
explains the exact madness and explosion of the beans thrown against the camera.”184
Shtromberg provides a media critique approach, describing Andrade’s actions as a ritual
that explores the “subversive impulses of bodily behaviors in daily life” in order to protest the
“prepackaged identities” being broadcast on the screen behind her.185 But Feijão does not just
reject prepackaged Brazilian identities; it also undermines prescribed gender identities as well.
Its title recalls the popular novel O Feijão e o Sonho (Beans and Dreams) (1938) by Orígenes
Lessa, which tells the story of a woman who must support her family while her husband pursues
his dream of becoming a writer.186 This not only underscores the work’s affiliations with the
themes of Brazilian working-class struggle (“hunger”) and national identity, but also with
gender. The advertisements that appear in the commercial break underscore the way advertisers
use women to sell products, emphasizing their value in society as either sex objects or domestic
homemakers. Furthermore, Andrade’s positioning of her own body against the televised images
of masculinity (a colonial military guard, a British judge, and Tarzan) creates a forceful contrast
between media representations of archetypal men (powerful militarized elites or muscle-bound
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symbols of virility) situated in public spaces and the artist as a frustrated housewife, confined to
home where she eats alone and is consumed by consumption, though she eventually rejects this.
Andrade’s denunciation of the traditional, fixed gender identities promoted by the Brazilian
mass media in Feijão prepared her to further ponder and critique mass media representations of
women in a later vignette in her Primeira série, the seventh episode in the series titled TV (Fig.
2.24, 1977). The approximately two-and-half-minute, black-and-white video opens with dramatic
piano music paired with a shot of a television monitor sitting on a counter. After the first few piano
notes, the soundtrack shifts to elevator music. Then, the artist’s face appears “inside” the monitor.
She picks up a piece of dental floss, and begins to playfully and thoroughly floss her teeth. Next,
she pulls out a tube of toothpaste, and as if displaying it as a product for sale in a commercial, she
neatly squeezes some onto a toothbrush. In reality, she is actually physically occupying the space
behind a fake screen, a “hoax” that is revealed when her hand gestures slightly exceed the
boundaries of the monitor as she whips out the floss, the toothpaste, and the toothbrush. She
brushes her teeth in an exaggerated manner, and when she is done, she lifts a cup of water to her
mouth, sips it, swishes it extravagantly, and spits it out. She does this several times, before shaking
her head, wiping her mouth with a towel, and capping the toothpaste tube. Staring at the camera,
she smiles a wide, saccharine grin.
Shtromberg interprets TV as a “caricature of a televised hygiene ritual,” an ironic
indictment of the phony images used to sell products in the mass media.187 She also points out
that it recalls the lyrics of a song by Tom Zé, “Parque Industrial” (Industrial Park), whose
lyrics—“we have the bottled smile / it comes readymade and catalogued / just heat and reuse”—
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mock consumerism and “prepackaged identities.”188 As such, it is a repudiation of the superficial
representations of happiness in advertising, consumer culture, and the mass media, epitomizing
Simone Osthoff’s observation that early Brazilian video artists “viewed television—structured by
advertising—as superficial, intellectually empty, and ultimately as a weapon in the capitalist
manipulation of consumers.”189 Yet, TV is more than just a Leftist media critique. Like Feijão, it
is specifically gendered in its ironic subversions of mass media representations of women. In
Feijão, Andrade’s incorporation of the background television’s advertisements for a hair
product, a dance club, and soup, creates a critical distance that exposes their underlying
ideologies around women’s beauty standards, sexual objectification, and domestic roles. In TV,
Andrade satirizes how images of beautiful, carefree women are used to sell products like
toothpaste. So while TV does not explicitly address antropofagia through the symbolism of
eating, it effectively “cannibalizes” the language of advertising to reformulate its messaging.
Feijão and TV also both depict women as the primary consumers of advertising and
custodians of the domestic sphere. In the 1970s, the default viewer of ads for household goods
was the prototypical Brazilian housewife, who viewed commercials approximately every twelve
minutes in the intervals of her beloved telenovelas.190 For the many Brazilian middle-class
women who were relegated to the home and its demands for maintenance, television represented
their only conduit to the outside—the public sphere. Both Feijão and TV underscore women as a
captive audience and the home as an enclosure through their attention to the television monitor

188
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itself.191 In Feijão, Andrade visually confines herself to her kitchen/dining area with nothing but
a television set and some furniture, an enclosure that she emphasizes when she hurls the beans at
the screen, thus revealing her body as trapped “inside” the monitor. In TV, she depicts her
enclosure in monitor by “appearing” onscreen as if it is a pre-recorded broadcast, while we are
actually witnessing a “live” performance: Andrade’s “real” body is framed by a fake monitor that
visually contains it. However, her excessive gestures exceed the monitor’s edges, a metaphor of
her breaking out of the constraining consumer images to which she is supposed to conform.
Ultimately, in both Feijão and TV, Andrade mobilizes unruly performances that literally cannot
be contained inside the televisual apparatus, pushing up against the monitor’s screen in Feijão, or
exceeding its frame in TV, to symbolically disrupt television’s ideological messaging.
Andrade’s subversion of televisual forms and their gendered ideologies recalls a later work
by the Paulista video artist Geraldo Anhaia Mello (b. 1955), titled A situação (The Situation, 1978,
Fig. 2.25).192 Like Andrade’s TV, it “cannibalizes” a televisual genre—the news—to undermine
mass media representations, and like Feijão it “cannibalizes” symbols of Brazilian identity to resist
nationalism and strict gender codes. The video opens with the artist, bearded and with long dark
hair, wearing a black suit and a tie, seated at a table upon which is placed a bottle of the wellknown Brazilian sugarcane liquor, cachaça. The video frames Mello’s head, torso, and the top of
the table, evoking a newscaster seated a news desk. With his hands clasped at the center of the
table, clutching a glass, he gazes at the camera and asserts authoritatively: “A situação, social,
politico, econômico, cultural Brasileiro” (The Brazilian social, political, economic, cultural
situation). He nods to the viewer, lifts the cup as if to toast us, and takes a swig of the liquor,
draining the glass. For the rest of the video, he repeats this phrase, and pours and drinks the alcohol.
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After only a few swigs, he is clearly inebriated. The initially humorous experiment quickly
becomes alarming as he imbibes dangerous amounts of the liquor. His movements become
awkward and exaggerated as he rubs his hands on his face, and continually fills the glass to the
brim. His long locks become tussled and disturbed, he develops circles under his eyes, and his face
looks pained and puffy. He continues reciting the toast, eventually slurring his speech and wincing
as he ingests the drink. At one point, his head crashes down against the table, but he rights himself,
toasts, and drinks. He loosens his tie, wipes his face and shuffles his hair out of the way, which
falls back in his face as he burps and starts drinking straight from the bottle. Later, he breaks down
into hysterical laughter, before pouring some of the liquid on his head. Shortly after this, the video
cuts to a shot of him slumped on the table, completely passed out. The camera then pulls out to
reveal that this image is being displayed on a television monitor, placed on the table.
It is unknown if Mello was aware of Andrade’s earlier Primeira série, though it is possible
as she had shown in exhibitions in São Paulo, like 8JAC’74, which he likely attended.193 Like
Andrade in Feijão, Mello imbibes a foodstuff deeply associated in the national imaginary with
Brazil. In Feijão, Andrade’s initial consumption and later refusal to eat the beans functions as a
rejection of both “the national” and the stereotyped gendered and primitivizing tropes portrayed
on the television behind her. Mello’s approach is not strictly anthropophagic. In consuming a
signifier of the national (cachaça) to the point of self-obliteration, rather than transforming it into
something new, Mello deviates from antropofagia as generative of a new national and cultural
identity, portraying instead the nation eating itself to the point of destruction.
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Mello’s tactics are similar to the strategies of self-harm and mimetic adaptation used by
the artists discussed in Chapter One: he metaphorically internalizes the regime’s pernicious
ideologies and reveals their contradictions by taking them to their extreme. In Feijão Andrade
frames a screen within a screen (the television within the video) to create a critical distance for
observing the nationalist and gendered discourses playing out on the television behind her,
eventually cancelling them out through force. In TV, she appropriates and transforms advertising’s
visual language to undercut its ideological messages about women’s beauty standards. Like both
of these videos by Andrade, Mello also incites a televisual genre—the news—which he invokes
through his costuming, line delivery, framing at the table/desk, and eventual “reveal” at the end
that everything that has taken place on-screen is actually contained with a television monitor (the
inverse of Andrade’s “live” body within a monitor in TV). Also like Andrade, Mello alludes to
television to critique the gender ideologies promulgated via the mass media, but in his case he
reveals the ideals of masculinity promulgated by the regime as damaging. 194 Unlike Andrade, he
makes this critique through self-harm and mimetic adaptation: his overconsumption of the toxic
beverage functions as a metaphor of his destructive internalization of the toxic paternalism of the
dictatorship and the toxic masculinity of mass media representations.
Ultimately, in Feijão, Andrade refuses to ingest the beans or to internalize the images on
the television behind her. By launching an explosion of beans at the screen, she physically rejects
the consumerism of television ads and imported U.S. media images. Like Mello, Andrade reveals
that the medium of television is far from transparent. This was especially true in Brazil in the
1970s, where the Globo Television Network molded the public’s interpretation of the content it
delivered. As such, Feijão confronts the hegemony of the Brazilian mass media and its collusion
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with the regime, which both manipulated the masses and silenced them. Ultimately, Andrade
privileges “hunger” over antropofagia as a metaphor and strategy of resistance, refusing to
cannibalize the signifiers of the nation and the regime’s gender ideologies, by resisting allconsuming television, the state’s media manipulation, and U.S. socio-economic imperialism.

Conclusion
Decades after Oswald de Andrade penned his famous “Manifesto Antropófago” in 1928,
he returned to the theme again in 1950 in a lesser-known Marxist essay titled “The Crisis of
Messianic Philosophy” (1950). In it, he outlines two historical world cultures: the patriarchy of
“civilized” societies, which he describes as “messianic,”195 and claims are characterized by social
hierarchies, dominance, and exclusion, and the matriarchy of what he terms “primitive man,” and
designates as “anthropophagic.”196 De Andrade explains that the “patriarchal revolution” (by
which he means colonization) led to an institutionalized state that demanded obedience from its
subjects.197 As such, patriarchy demolished matriarchy’s anthropophagic systems of exchange
and transmutation—which he equates with Marxist ideals like shared property—and initiated the
coercive class state which he denounces: “rupture with the matriarchal world was produced when
man ceased to devour man, and instead made him a slave.”198 In short, his argument is that
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antropofagia is intrinsically matriarchal and rooted in a feminine principle that is completely
opposed to patriarchal practices, laws, hierarchies, and forms of social organization. Whatever
historical, cultural, and gendered essentialism de Andrade’s reductive logic belies, his essay
points to a broader claim this chapter has also gestured toward: that antropofagia’s strategies of
subversion are inherently gendered and uniquely poised to destabilize patriarchal systems.
All three works discussed in this chapter engage antropofogia as a cipher for a range of
gendered socio-political and cultural tropes. Antropofagia appears in Maiolino’s In-Out and
Pape’s Eat Me as Rolnik’s “anthropophagic subjectivity,” a fluid mode of gendered
subjectivation, manifested in both films through the intercutting of male and female mouths and
the confounding of gender markers. These works also propose cannibalism as a form of
subversion from within. In In-Out, Maiolino represents the metaphoric eating of one’s own
words to protest the dictatorship’s repression of speech, and in Eat Me, Pape “cannibalizes” the
visual language of advertising to transform mass media imagery from within.
Unlike In-Out and Eat Me, Andrade’s Feijão does not focus on the mouth, nor on the
ingestion and regurgitation of objects to symbolize anthropophagic subjectivities. And, though
Andrade initially depicts eating, she later aggressively rejects her meal, attending not to her own
body’s interior and exterior spaces as mediated by the mouth, but instead, to the inside and
outside of the televisual field itself, as mediated by the screen. Through her unruly explosion of
beans, Andrade engages the politics of hunger, as an inverse corollary to antropofagia,
epitomizing what Glauber Rocha describes as the revolutionary “aesthetics of violence [in
which] the colonizer becomes aware of the existence of the colonized.” 199 Feijão also
demonstrates that by the 1970s, the metaphor of antropofagia no longer conveyed a renewed
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national and cultural identity as it did for during the modern era, but instead, it presented the
consumption of the signifiers of “the national” as a form of self-obliteration, underscoring the
darker outlook among artists during the regime’s anos de chumbo.
Together, all three works play on the theme of “consumption” as a homonym that
references both ingestion and consumerism. The invocation of the terms “gluttony” and “lust” in
Eat Me conjure many interrelated themes explored by performances-for-camera of the 1970s and
early 80s, including commodity consumption, hunger and desire, and gender and sexuality.
While Eat Me associates the consumption of jewels and food with sex acts to critique
consumerist images in the Brazilian mass media, Feijão links the mundane activity of eating
beans with the infiltration of U.S.-style media into everyday Brazilian life. All of these works
reference the negotiation, infiltration, and contamination of interior and exterior spaces, whether
the symbolic ingestion and digestion of the Other into one’s body, as represented in In-Out and
Eat Me, or the reflection on the ways that the Brazilian mass media infiltrates the home, as in the
television playing Tarzan in Feijão. Lastly, Andrade’s hurling of the beans at the screen in
Feijão reveals the constructed nature of performance-for-camera: the performance “takes place”
behind a screen and inside the monitor, while the audience occupies a physical and temporal
space outside both.
Ultimately, these works demonstrate the shared interest among Brazilian women
performance-for-camera artists of the 1970s and early 80s in critiquing imperialism and the
dictatorship, rooted in specifically Brazilian metaphors around eating, to contend with the
regime’s repressions and its submission to U.S. cultural and socio-economic imperialism. They
also demonstrate tensions around the Brazilian mass media and mass popular culture, as both
were in economic collusion with the dictatorship and U.S. interests. In retrospect, these works
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show how women across many sectors of Brazil at the time were beginning to rethink their
expected role in society, and the ways television and cinema represented and perpetrated this
expectation. They used performance-for-camera to appropriate and critique media
representations of women as part of the period’s broader global feminist critiques of the mass
media.
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CHAPTER THREE
The Silent Scream: Affective Excess, Melodrama, Horror, and Camp

In 1973, Lygia Pape directed a silent 19-minute Super-8 film titled Wampirou (The
Vampire who Went Crazy, Fig. 3.1), starring the artist Antonio Manuel appearing as a bearded
and long-haired vampire (and Jesus look-alike) who aimlessly wanders the modern city of Rio de
Janeiro clad in a red-lined black cape.1 Throughout the campy, surreal narrative—which also
features Pape and Lygia Clark as actors—the vampire engages in various over-the-top activities
including sucking his own blood and the blood of others, attending a holy last supper, and
participating in extravagant liturgical and sexual rituals.2 He also performs quotidian activities
like lazily lying in bed and watching television, reading comic books, and enjoying a refreshing
Coca-Cola. Later, the vampire appears in a suit as an artist meeting with a dealer, who ends up
chasing him away with a cross before robbing a safe containing the markers of his identity: his
cloak and his vampire dentures. Upon returning home, the vampire pierces a woman’s neck with
an electric drill and cuts her with a saw. Her eyes turn red and her mouth fills with blood. The
film ends with a title card reading in bold red letters: “Sangue é Vida, Doe Sangue” (Blood is
Life, Give Blood).

1
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Engaging the cinematic genre of horror with an underground film aesthetic, Wampirou’s
hallmark is performances of embodied and emotional excess intended to mock capitalist media
culture and parody the artist’s exploitation by the art market.3 It also points to the broader
interest in horror among the Brazilian avant-garde of the 1970s and early 80s (both visual artists
and experimental filmmakers), and the genre’s intersections with excess, popular culture, and
mass media.4 This chapter examines performance-for-camera artworks by women artists that,
like Pape, share an interest in horror and performances of excess rooted in melodrama and
camp.5 By analyzing three case studies, including Regina Vater’s video Fear (1975), Anna Maria
Maiolino’s Super-8 films X and Y (1974), and Sonia Andrade’s video A Morte do Horror
(Silêncio) (1981), I demonstrate how these artists drew on melodrama and horror to articulate
emotional responses to the oppressions of the dictatorship rooted in gendered subjectivity and
aimed at connecting with the broader social sphere. I also show how Andrade marshals camp as
an excessive form of parody to garner agency as a Brazilian and a woman living and exhibiting
outside of Brazil.
The cinematic and televisual genre of horror is frequently gendered through its emphasis
on affect and emotion, which has been historically coded as “feminine.” Though these terms are
often used interchangeably, it is important to distinguish “affect” from “feeling” and “emotion.”
Affect denotes the pre-conscious, pre-discursive, bodily intensities that inform our feelings and
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emotions (for instance, a racing heart, an outburst of tears, a blood rush to the face).6 It is for this
reason that affect studies focus on embodiment, because it assumes an intrinsic relation between
bodily experience and emotional life.7 My use of the term “affective excess” refers to a
combination of embodied and emotional intensity: it is predicated on the idea that both feelings
and emotions arise from affective experience. Feelings are personal states that we experience
internally, and which we relate to our past personal experiences.8 Emotions, by contrast, are not
individualized. Rather, they are a socio-linguistic labeling of our feelings and how we
“broadcast” them to the world.9
According to contemporary postcolonial feminist and queer theorist Sarah Ahmed, whose
ideas I engage at greater length later in this chapter, emotions are neither psychological states nor
cultural practices, but an orientation between a subject and an Other in the moment of contact
between the two—somewhat like a sensation spurred by one’s contact with another.10 For
Ahmed, emotions shape how we respond as individuals to others, and thus they inform collective
politics.11 She argues that philosophy has traditionally associated emotion with “the feminine”
and the body (as well as the racialized “other”), and as “beneath” reason; this depreciation of
emotion has been fundamental to the subordination of women.12 In opposition to this, she
maintains that we need to contest the idea that emotion is antithetical to rationality.13 Ahmed
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7
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argues that the cultural politics of emotion are intrinsically bound up with gendered histories of
imperialism and capitalism, and as such, it is necessary to conjure a politics that contests norms
and hegemonies through emotion, or what she calls “embodied thought.”14 Feminist
methodologies can accomplish this, she argues, because feminism involves an emotional
response to the public sphere; this requires a bodily reorientation to hegemonic norms as a form
of resistance.15 Though Ahmed is a contemporary theorist and she addresses neither Brazilian
politics nor art, her insights around emotion as a gendered approach to fostering collective
politics help us understand how Brazilian women’s performances-for-camera mobilized affective
intensity as a form of political resistance that was grounded in the desire to connect with the
social sphere through emotion.
The artists in this chapter privilege emotional expressions—rooted in gendered
subjectivity—to resist the patriarchal power undergirding authoritarianism. Drawing on Michel
Foucault’s suggestion that expressions of bodily excess can function as modes of resistance to
systems of regulatory power, this chapter shows how Vater, Maiolino, and Andrade privilege
non-verbal, affective, and emotional expression over the didactic and phallogocentric as a form
of covert free speech in the face of censorship.16 My arguments also build on the scholarship of
art historian Susan Best, who has explored affect in relation to what she terms “the feminine
avant-garde.”17 In examining affect and emotion in women’s art practices, I do not intend to
align myself with the essentialist argument that they are the exclusive domain of “the
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feminine.”18 Rather, like Best, I focus on affective and emotive expressions as forms of
testimony to show how they enable women to reclaim and narrate their own subject positions.
This chapter starts by charting the history of melodrama in Brazil, as well as the related
televisual and cinematic genres of telenovelas and horror (known as “Terrir” in Brazil),
underscoring their use of affect, emotion, and gender. Then it turns to the works of Vater,
Maiolino, and Andrade, shedding light on the ways they harness exaggerated affect borrowed
from the languages of melodrama, horror, and camp to center their own emotional experiences
and gendered subjectivities as modes of resistance to the dictatorship’s authoritarian repression
as well as U.S. ideological hegemonies.

Melodrama and Horror: Affective and Emotional Excess in Brazilian Film and Television
In Brazil, as in the rest of Latin America, the genre of melodrama has been a staple of
literature, cinema, and popular culture throughout the twentieth century.19 Media theorists have
associated melodrama with affective and emotional excess, and find its contemporary
instantiation in the related genres of telenovelas and horror.20 Cultural theorist O. Hugo
Benavides explains that the most important characteristics of Latin American melodrama are its
“rhetoric of excess,” its overdramatization, its privileging of emotion over logic, and its use of
the body gestures and repetitive music to stimulate mood.21 Historically, melodrama has long
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been entangled with “the feminine.”22 Since melodrama’s inception in silent cinema, audiences
have associated it with “women’s films” and “weepies” because of its emotion-laden plots and
female target audiences.23 In terms of content, melodrama has tended to privilege the
traditionally “feminine” realm: a focus on the domestic sphere, everyday life, emotional
expression, and feelings over logic.24 At the same time, film historian Leslie L. Marsh has argued
that melodrama in Brazilian cinema “functioned as a space to subvert . . . social norms and to
afford women more progressive roles.”25 The women artists discussed in this chapter were
precisely drawn to performative styles derived from melodrama, and from the related genres of
telenovelas and horror, because they are genres that provide space for the affective and
emotional expressions of women’s subjectivities as modes of resistance and subversion.
In Brazilian cinema, melodrama had its heyday in the 1930s and 40s, largely during
Getúlio Vargas’s Estado Novo (New State) dictatorship (1937–45), which saw the release of bigbudget studio productions suited to nationalistic films and chanchadas.26 By the 1950s, however,
melodramas fell out of favor because of their associations with Hollywood’s bourgeois ideology
and commercialism.27 In opposition to these traditional Brazilian melodramas and chanchadas, a
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new cinematic style emerged in the early 1960s called Cinema Novo (New Cinema, 1960–72),
discussed in Chapter Two, which favored documentary-style films that starkly depicted the
Brazilian popular classes and their ways of life. Yet, despite the fact that Cinema Novo
disparaged earlier melodramas, it still continued to contain elements of melodrama in its NeoRealist stylings.28 For these reasons, melodrama could be said to have continued unabated in
Brazilian mass media and popular culture throughout the 1960s.
Melodrama’s broad appeal in Brazil was most evident in the advent of telenovelas, the
singular most popular form of the genre, which became widespread in Brazil in the early 1960s,
with the mass popularization of television. Prefigured by folletines (popular sentimental novels
circulated in a series of installments in newspapers and magazines), as well as melodramatic
cinema and radio novelas, the first telenovela appeared in 1951 on the TV Tupi Network.
However, it was not until the 1960s and 70s, that telenovelas gained the mass viewership that
they still enjoy today, with the Globo Television Network dominating their production.29 A
melodramatic genre par excellence, telenovelas place an emphasis on emotion, excess, and
performative exaggeration—often described as “overacting”—especially among their female
characters.30
Since their inception, telenovelas (like the melodramas from which they derive) have
always been associated with the “feminine.” Though men also watch them, they have historically
centered on romance, relationships, and the domestic sphere, and have been directed at female
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audiences, who are also the target of the domestic/household products that sponsor the programs
and comprise the entirety of their advertising spots.31 Representations of women in telenovelas
often emphasize traditional roles such as the housewife or domestic servant, reinforcing the
conservative view that women should be in service to the nuclear family; they are also often
stereotyped as irrational and overly emotional.32 Some writers have attempted to read telenovelas
as progressive; journalist June Carolyn Erlick argues that because Latin American women have
been able to see themselves represented as protagonists, watching “dramas of identity playing
out the tension between agency and passivity,” these programs also provide the opportunity for
new identity formations among women.33
At the same time that telenovelas were gaining popularity in the mass media market in
the 1960s and 70s, a cult horror genre was also developing within Brazilian underground cinema,
known as “udigrudi” (the Portuguese pronunciation of “underground,” discussed in Chapter
Two). Udigrudi included directors who experimented with the horror genre: José Mojica Marins
and Ivan Cardoso. Actor-director-producer Marins’s melodramatic cult films of the 1960s and
70s all featured the evil protagonist “Zé do Caixão” (Coffin Joe), played by Marins himself, who
was known for his over-the-top performances in films such as À Meia-noite levarei sua alma (At
Midnight I'll Take Your Soul, 1963) and Esta noite encarnarei no teu cadáver (This Night I'll
Possess Your Corpse, 1967), in both of which he exhibited a campy and queer deviance (Figs.
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3.2, 3.3).34 Marins’s films spawned the next generation of low-budget underground horror films
by the younger filmmaker Ivan Cardoso, who was Marins’s former assistant.35 Cardoso’s lowbudget cult horror films, including Nosferato no Brasil (Nosferatu in Brazil, 1970) and O
Segredo da Múmia (The Secret of the Mummy, 1982), combined horror with eroticism and camp
(Figs. 3.4, 3.5).36 This sub-genre of kitsch udigrudi horror came to be known as “Terrir,” a
Portuguese portmanteau of the words “terror” and “rir” (to laugh), and represented a combination
of horror tropes, elements of the sexy chanchada comedy and melodrama, and parodies of
Brazilian stereotypes.37
Like telenovelas, the horror genre in Brazil reveals much about gender politics in
Brazilian culture and society.38 While telenovelas intended their female audiences to identify
with their heroines, horror films “othered” female characters and defined them by their deviance
from the masculine “norm” through their alignment with on-screen monsters; they were usually
“punished” by being killed in agonizing sequences of violence, often barely concealed as ciphers
for sexualized femicide.39 As film theorist Carol J. Clover explains, women in U.S. horror films
were often depicted as “crying, cowering, screaming, fainting, trembling, [and] begging for
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mercy.” 40 The Brazilian horror films of both Marins and Cardoso similarly depict stereotyped
gender roles, sexualized female characters hunted by predatory males and close-up shots of
women screaming and performing exaggerated facial expressions of fear (Figs. 3.2–3.5). In
short, Brazilian horror privileged hyperbolic expressions of fear that were coded as “feminine.”
Some Brazilian film theorists have analyzed the Terrir horror genre as a form of satire
intended to critique life under the military dictatorship.41 Curator Ana Maria Maia has suggested
that the recurrent figure of the vampire emerged as a dominant trope at the time as a result of the
ubiquitous violence reported in the Brazilian “yellow press” (jornalismo amarelo, or tabloids) of
the era.42 In a similar vein, art historian Claudia Calirman asserts that the figure of the vampire
became a metaphor for the plundering of underdeveloped countries like Brazil by foreign
capitalist and neocolonialist interests.43 Literary critic Flora Süssekind has even argued that
vampires in these films represented the “artist” during the dictatorship, who was forced to act
under the cover of darkness; the vampire thus becomes an allegory of political repression and
surveillance. The works examined in this chapter pursue this metaphor of the artist as vampire,
seeking a covert means of expression within the confines of state-sponsored oppression during
the dictatorship.
This chapter contends that Vater, Maiolino, and Andrade utilized the performative styles
of melodrama and horror to express coded forms of resistance through their portrayals of
exaggerated affect and emotion. I do not argue that they drew directly from any one specific
melodrama or horror film, but rather, that these tropes were “in the air” at the time, as evidenced
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by the influence of Cardoso’s Terrir film, Nosferatu no Brasil (1971) on Pape’s udigrudi film,
Wampirou. 44 I argue that these three works are unthinkable without the precedent of melodrama
and horror in cinema and television of this era.

Anna Maria Maiolino, X and Y (1974)
A pair of films by Anna Maria Maiolino titled X and Y, both from 1974 draw from
melodrama and horror in their tropes, conventions, and performances of affective and emotional
intensity, which they use to covertly critique the Brazilian dictatorship’s authoritarian
measures.45 X and Y are Super-8 films that employ specific cinematic conventions such as
framing and montage to heighten their emotional impact. Maiolino asserts that she began
experimenting with film in the early 1970s, specifically to address the political situation: “At that
moment in Brazil, it was a way of constructing metaphors to speak of certain political questions
that one could not speak of in any other way.”46 She also explains that she intended these films to
function as “act[s] of poetic freedom . . . of resistance to [what was] . . . imposed by the military
dictatorship.”47
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The first film in this two-part series is X (1974, Fig. 3.6), an approximately three-minute
color film that the artist conceived, directed, edited, and performed.48 X opens with a closelycropped shot of a woman’s eye (that of the artist), mysteriously obscured behind a black lace
veil, a signifier of female mourning. The veil is lifted, revealing a close-up of her unobstructed
almond-shaped eye, which begins to dramatically blink and flinch as if threatened. The image
cuts to the blades of a pair of scissors entering and exiting the frame quickly, appearing as
flashes of metal that dart quickly across the screen. The film then cuts back to close-ups of the
eye flinching and then weeping while staring directly at the camera (and thus, at the audience).
Next, a piece of white paper appears, which is covered with gratuitous splashes of what looks
like blood, implying that bodily violence has occurred. Finally, the film ends with the image of a
black uppercase “X” in Helvetica typeface against a red ground.
The film has been interpreted as a “narrative of torture” and as a response to the
dictatorship’s violence.49 The violence, not shown directly, but indicated through the dripping
blood, creates an implicit link between a bodily cut and the unknown woman whose eyes reveal
fear and suffering. Though we saw how Maiolino does not regard herself as a feminist artist in
Chapter Two, the authoritarian violence that she symbolically depicts in X is grounded in the
gendered subjectivity of the woman who manifests its effects. The image of a crying, veiled
woman is strongly gendered, reminiscent of tropes used in telenovelas such as the heart-stricken
weeping woman, the bride jilted at the altar, or the veiled woman who is privy to a crime being
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committed (Figs. 3.7, 3.8).50
The close-up shot of the eye, a classic convention in horror cinema, is also a highly
gendered trope. 51 Horror films privilege the eye over other body parts, because—arguably, more
than other genres—they are about sight, specifically, seeing horrific acts and not being able to
look away.52 As Maiolino explains, “When I did X, I wanted to talk about the suffering of those
who one did not notice at the time, of seeing torture in Brazil, and their scared eyes.”53 X asks the
viewer to look at horrific acts—or even, presents horrific acts to the viewer as if they have been
turning away to not see them.54 As feminist film theorist Laura Mulvey explains, the cinematic
apparatus fixes female characters as the objects of sight, with spectator and camera—both
presumed male—colluding in an act of phallic violence toward them.55 Because Maiolino is both
the “eye” framing and editing the shots, and the object of the camera’s gaze, we could read X as
a critique of the “mastering gaze,” understood here as both the male gaze and the imagined
disciplinary gaze of the surveillance state.56 According to Maiolino, in addition to the eye filling
the screen, “The still camera constitutes what is outside the scene. This scene is the other eye
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which observes from the outside.”57 As the mastering “male gaze” of the camera trains on the
woman’s eye (Maiolino herself), she gazes back, asserting her agency, despite the violence
perpetrated against her. The close-up shot references the camera as a mode of seeing and
enhances the emotional intensity of the performance. The ability to image close-ups
differentiates cinema from live performance: they bring the viewer close to the performer’s body,
emphasizing emotional connection, and even confusion between the camera’s eye and our own.
Margulies notes that Maiolino presses her eye close to the camera to create a sense of physical
proximity between performer and viewer, even though her body is not in our actual space.58 The
close-up shot of Maiolino’s eye is the source and focus of the film’s affective excess.
Maiolino also deploys the editing strategies of classic horror films to amplify X’s
emotional intensity.59 The film adheres to the basic tenets of cinematic montage, combining
discrete and individual segments, which when sequenced together create a narrative that
intensifies the scene’s suspense.60 Like the notorious shower sequence in Alfred Hitchcock’s
Psycho (1960, Fig. 3.9)—in which the director depicts the stabbing of the female protagonist
largely through a montage of her screaming and terror-stricken face, fragments of her nude body,
the slashing knife, and the blood splashing onto the shower floor—each element of Maiolino’s X
is also discrete: the scissors never appear in the same shot as the eye, but the viewer creates a
narrative connection between the two. As film scholar Ivone Margulies points out, the violence
in these stylized images of mutilation is never actually perpetrated, but only constructed in the
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I analyze her films in relation to classic horror tropes from canonical U.S. and European cinema because there
was not a major horror movement in Brazil beyond the marginal genre of Terrir. Many of horror’s innovations came
out of U.S. and European cinema.
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Margulies, “Filminhos (Little Films), Close Up,” 118.
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viewer’s mind’s eye.61 Through montage, X intensifies the emotional and visceral force of the
live performance while avoiding graphic images of explicit violence.62
X recalls another well-known cinematic scene in which suspense and violence is
produced through montage: the notorious eye-cutting scene in Luis Buñuel’s and Salvador Dalí’s
Un Chien Andalou (The Andalusian Dog, 1929, Fig. 3.10), the silent-era Surrealist film that
prefigured horror in its anxiety-inducing, dream-like images. Though Maiolino does not claim
Un Chien Andalou as a direct influence, she acknowledges Buñuel’s importance for her work.63
Buñuel and Dalí used montage to construct the appearance of slicing a woman’s eye—first we
see a man sharpening a blade, next the moon in the night sky, then a woman’s face as he holds
the blade to her eye, followed by thin wispy clouds “cutting” across the moon, and finally a tight
close-up of an eye (that of a dead calf) being sliced open in all its abject horror. Whereas in X, by
contrast, we never actually witness the physical cutting, but in depicting the sharp blade of the
scissors in such proximity to a woman’s eyes, Maiolino seems to knowingly nod to the Surrealist
fascination for the mutilated female body.64
The use of montage to create suspense and implied narrative parallels two other works
from Maiolino’s Fotopoemação (photopoemaction) series (1973–), both of which relate to the
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Margulies, “Filminhos (Little Films), Close Up,” 119–20.
Iole de Freitas also employs cinematic techniques to explore the fragmentation of the female body as a cipher
for gendered violence in her performance-for-camera, Glass Piece, Life Slices (1973/1974), which had two
iterations. The photographic version portrays small mirrors arranged around a knife to reflect different fragments of
Freitas’s body, such that it is “cut” into pieces by the mirror reflections. The film version depicts reflections of
fragmented portions of the artist’s body in several glass mirrors, and a knife, which an unknown person grasps. De
Freitas is close in age to Maiolino and was based in Rio until she and her husband (artist Antonio Dias), moved to
Italy in 1970, where they remained for eight years. It was in Europe that she made her film and photographic works,
before transitioning permanently to large-scale abstract sculpture in 1983. I do not include an extended exploration
of her films of the 1970s, because within the context of a women’s performance-for-camera, Glass Piece, Life
Slices, was the only relevant example. See “Iole de Freitas,” in WACK! Art and the Feminist Revolution, eds.
Cornelia H Butler and Lisa Gabrielle Mark, exh. cat. (Los Angeles: Museum of Contemporary Art, 2007), 324, 328.
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Maiolino states: “Buñuel was already incorporated in myself.” (O Bunuel já esta[va] incorporado na minha
pessoa). Anna Maria Maiolino, interview with the author, São Paulo, August 1, 2016.
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See Rudolf Kuenzli, “Surrealism and Misogyny,” in Surrealism and Women, eds. Mary Ann Caws, et. al.
(Cambridge, MA: MIT Press, 1995), 17–26.
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film: X II and É o que sobra (What is Left Over). The former (Fig. 3.11) comprises two blackand-white photographs depicting closely cropped images of Maiolino’s eye—one open and one
squeezed shut—and a pair of nearby scissors threatening it. In the latter (Fig. 3.12), we see three
black-and-white images depicting Maiolino’s head, one with scissors poised to cut her nose from
above, one with her own hand positioning the scissors to cut her own tongue, and one with her
two hands positioning the scissors to cut her nose from below.65 According to Margulies, in these
photographs, “the stillness of the medium partakes in the deep consequences of any cut, any
violence.”66 In other words, they create tension through their non-narrativity and selfcontainment; they never follow through on the expectation of violence. By contrast, X implies
that a violent act has taken place, but never directly shows it.
In sum, in X, Maiolino borrows from standard melodrama and horror tropes to underscore
her gendered subjectivity, exploiting montage and close-ups to intensify the viewer’s emotional
response to the film’s implied violence, without ever actually depicting it. Addressing the work’s
politics, Maiolino explains that she used her own body in an attempt to connect with the social
body, i.e. the others in Brazilian society who had been tortured or repressed by the dictatorship:
“I made use of my own body at that particular moment, not as a mere metaphor but as a truth,
something that belonged to the domain of the real. Since, in a moment of repression and torture,
all bodies become one in pain.”67 Maiolino’s appropriation from melodrama and horror thus can
be understand as an attempt to mobilize emotion, as Sarah Ahmed describes it, to foster social
alliances and a sense of collective politics as a gendered mode of resistance.68
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This work recalls Lygia Pape’s photo-performance Língua Apunhalada (Stabbed Tongue, 1968), a light box
depicting a black-and-white photograph (taken by artist Artur Barrio) of Lygia Pape’s face, her mouth stretched
open with her tongue sticking out, a dark strip of liquid dripping down its center, intended to evoke blood.
66
Margulies, “Filminhos (Little Films), Close Up,” 119–20.
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Maiolino quoted in Asbury, ed., Anna Maria Maiolino, Order and Subjectivity, 96.
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Ahmed, Cultural Politics of Emotion, 1, 10.
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Even so, Maiolino’s performance of emotions in X—including anxiety, panic, terror,
dread, and sorrow—strictly adheres to the artificial performative styles of melodrama and horror:
they are characterized by a generic affect, rather than deep nuance or personal interpretation, and
as such, show little sense of irony or overt disruption of them. Rather than critiquing stereotyped
representations of women in melodrama and horror, she uses these tropes unironically,
identifying with them to marshal emotion as a pathway to the social. The result is a covert means
of resistance rooted in gender, but one that is limited because it subjugates her more profound
and personal feelings in service of communicating broader, more simplistic emotions.
X’s companion piece is an approximately two-and-a-half minute, black-and-white Super8 film titled Y (Fig. 3.13), which also uses framing and montage to generate emotional intensity,
and draws on gendered tropes in melodrama and horror to address not only violence and terror,
but also free speech.69 However, while X is evocative of narrative cinema in its visual tropes
(veiled women, stabbing knives, close-ups of eyes, splattered blood), Y is more eerie,
atmospheric, and dreamlike, a tone communicated through its black-and-white film and rhythmic
cycling of poetic imagery. The film opens with a cropped image of the artist’s face, her eyes
obscured at top by a black blindfold, her lips below, painted with lipstick and slightly parted,
slowly stretching open to scream. As her mouth widens, her bright white teeth flash like the jaws
of a wild animal devouring its prey. However, the blood curdling scream that we expect is
denied, and the affective intensity of the imagery is paired with silence.
Following the silent scream, the film cuts to black. We see a close-up shot of a black
blindfold covering the artist’s eyes, which is again intercut with a black screen. A still image of
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Y credits – Script/Direction/Editing: Anna Maria Maiolino, Actor: Maiolino, Camera: Max Naumberg, Postproduction: Paulo Humberto Moreira (transferred to video with music added by Vania Dantes Leite in 2000). Since
the soundtrack was added much later, I analyze the work as a silent film.
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the artist’s face—her eyes closed—flashes again to a black screen. We return to the close-up of
the mouth slowly opening to scream. Another black screen and a still image of the lips, slightly
parted, with the slightly visible teeth appear. Next, we see still images of the mouth at different
stages of opening, intercut with black. These images appear and reappear as moving and still
images, cycling through rhythmic flashes of black. Like X, the image of a white “Y” in Helvetica
against a black ground indicates the end of the film. A still image of the artist’s face with her
eyes closed eyes appears and is held for about twenty-five seconds before slowly fading to black.
In the final image, the blindfold has been removed, but the artist’s eyes remain closed, and it is
unclear if she is asleep, dead, or simply refusing to look.
In her writings and commentaries on Y, Maiolino is explicit that she intended the work as
a critique the dictatorship’s violence and censorship. According to a descriptive text she wrote
about it at the time, Y depicts “A cry and the blindfolded eyes of a character punctuat[ing] black
spaces in time. It is a register of the present moment, the military repression.”70 In a later
interview, she expanded on these ideas:
Fear had taken hold of the country. Our eyes were blindfolded and we had lost
liberty. The few who dared to uncover their eyes, to see, and to oppose, suffered
dire consequences. The central power also covered its eyes, choosing not to see,
so that it could proceed with its arbitrary acts.71
What the film lacks in diegetic excess—the key aural texture of the scream that
amplifies the affective excess of horror movies—it achieves through the editing instead.72
Maiolino uses a montage of repeated images of still and moving elements (the mouth, the
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Maiolino quoted in Asbury, ed., Anna Maria Maiolino, Order and Subjectivity, 124.
“O medo tomara o país. Nossos olhos estavam vendados e tínhamos perdido a liberdade. Os poucos que
ousavam descobrir seus olhos, ver e se opor sofriam consequências duríssimas. O poder central também cobria seus
olhos, escolhendo não ver, do modo a poder prosseguir com seus atos arbitrários.” Maiolino quoted in De Zegher,
“‘Ciao Bella’: The Ins and Outs of a Migrant,” in Anna Maria Maiolino: Entre Muitos, ed. Paulo Venâncio Filho,
exh. cat. (São Paulo: Pinacoteca do Estado, 2006), 80.
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A soundtrack including a scream was added in 2000, but I analyze it as silent (its original form).
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blindfold), and the incessant interruptions of the black screen to create a highly abstracted
narrative, whose emotional expression is intensified through rhythm, repetition, and
fragmentation. For Margulies, Maiolino’s black screens conflate the blindfold with a
“filmic unveiling” that implicates the spectator.73 In other words, she positions the viewer
as blindfolded, so that our subjectivity merges with her own.
Maiolino deploys the motif of blindfolding in a related fotopoemação, Aos Poucos
(Little by Little, 1976, Fig. 3.14) that comprises four black-and-white photographs. As
the sequence progresses, the blindfold slips down her face to reveal her closed eyes
highlighted by a ray of light which, according to the artist, symbolizes the transition from
repression to freedom.74 In a text written at the time, she explains the work’s title: despite
its focus on the blindfold as a metaphor for the inability of citizens to see and confront
the violence perpetrated by the state, “Little by little [aos poucos], the blindfold will
finally fall and there will be light again.”75 Both Y and Aos poucos revisit Maiolino’s
preoccupation with witnessing violence, a theme she had previously explored in X. But,
in Aos poucos, there is a sense of a linear chronology and redemption in the order of the
images: they lead to a clear resolution by the end (from the darkness into the light). By
contrast, in Y, the final image of the artist’s closed eyes is not as clearly resolved as an
image of hope.76
Curator Apsara DiQuinzio describes Y as representing “a human body struggling to find
a mode of corporeal expression [as] a metaphor for overcoming censorship and political
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Margulies, “Filminhos (Little Films), Close Up,” 119.
Margulies, “Filminhos (Little Films), Close Up,” 119.
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Maiolino quoted in De Zegher, ed., Anna Maria Maiolino: A Life Line = Vida Afora, 157.
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Maiolino’s use of a blindfold in Y also evokes a live 1976 performance by Regina Vater titled Three Chinese
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repression.”77 However, it is not just any human body trying to find a mode of expression. It is a
woman’s body, rooted in gendered tropes, and embracing the language of emotional expression.
As such, Maiolino’s approach in Y is gendered. This is most evident in her reliance on “female”
tropes borrowed from cinema and television. She expresses a histrionic desperation coded
“feminine” through the sensuality and luster of her painted lips contrasted with the animalistic
wildness of her teeth.78 The blindfold draws to mind the fictionalized “damsel in distress” motif
in movies and on television, as well as the kinds of real-world abuse associated with the most
horrific cases of femicide, torture, and rape reported in the Brazilian “yellow press” (jornalismo
amarelo, or tabloids) of the period. Maiolino also draws on gendered cinematic tropes from
horror: especially the tight shot of a woman’s screaming mouth, which defines abject terror as
feminine.79
The scream is one of the most basic tropes in horror in both the U.S. and Brazil.80 Usually
on-screen screams are accompanied by an explosive, shrieking sound that causes the immediate
physical reaction so relished by the horror spectator: a surge of adrenaline, an elevated heart rate,
goosebumps on the skin. Divested of sound, though, Maiolino’s scream in Y is transformed into
something else: a poetic meditation on silence that is juxtaposed against the affective intensity of
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Apsara DiQuinzio, “Anna Maria Maiolino,” Matrix 252, January 17–March 30, 2014, University of
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Bocanada (Empty Mouth, 1993–97), by Argentine photographer Graciela Sacco, a photographic series depicting
open mouths that appear to be screaming; the other, a video by Brazilian artist Leonora de Barros, titled Estudo para
Facadas (Study for Knivings, 2012), depicting a knife puncturing through a black-and-white photographic still of
the artist’s screaming open mouth.
80
The scream also appeared in Brazilian pop culture in the form of a telenovela titled O Grito (The Scream),
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the image of the wide open mouth.81 In horror movies, screams usually appear as part of a
narrative arc similar to the sequence referenced in X: close-ups of a woman’s frightened eyes, a
sharp and menacing instrument, a woman’s gaping mouth and shrill scream, and explicit images
of gory violence, a bloody resolution that provides such sequences with a sense of closure. By
contrast, Maiolino’s repetition of the silent, screaming mouth in Y, interrupted by rhythmic
pulses of black, presents instead a disconcerting durational study on unresolved fear, a complex
emotional journey that is more nuanced and ambiguous than the generic emotional notes
Maiolino hits in X.
Maiolino displayed X and Y in a solo exhibition she had in March 1976 at the Petite
Galerie in Rio de Janeiro.82 In addition to these two films, the show also included her earliest
Super-8 film, In-Out (Antropofagia) (discussed in Chapter Two), and an interactive sculptural
installation titled Solitário ou Paciência (Solitaire), comprising a chair and a table with a deck of
cards placed on it that beckoned gallery-goers to sit and play solitaire, but which frustrated their
attempt to complete the game, because the deck was purposefully incomplete. Maiolino also
displayed twenty-five works on paper from her Mental Maps series (1971–76), which included
actual map-like images depicting the outlines of countries from her personal geographic
trajectories (Brazil, the U.S.), and other works depicting sparse minimalist grids containing
words alluding to her personal life, her art career, and the political context.83 One example of the
latter is a letraset and ink on paper work titled Capítulo II (Chapter Two, 1976, Fig. 3.15),
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Because the mouth is the vehicle for speech, the silencing of the scream can also be interpreted as symbolic of
the silencing of one’s voice, a metaphor of the regime’s repression of free speech that Maiolino also explored in her
earlier Super-8, In-Out Antropofagia (1973), discussed in Chapter Two.
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Anna Maria Maiolino, interview with the author, São Paulo, August 1, 2016.
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depicting a grid of dotted lines, some of its squares filled in with hatched yellow or black lines,
and the rest filled with numbers—years from 1971 to 1976, spread out—or words, written in
English with neat typographic letters that reference the personal (“Rubens,” “kids,” “separation,”
“restart”), the sociopolitical (“BRASIL”, “poverty,” “dictatorship,” “VACCUM,” “repression”),
and the emotional (“FEAR”, “SOLITUDE”, “pain”, “despair” “panic”).
In a contemporaneous review of the exhibition, critic Frederico Morais described its
general tone as “frankly confessional, as if the artist wrote an open letter to the public—here I
am, in fragments, trying to . . . define my limits . . . the geography of my world, the inside and
the other.”84 For Morais, the show raised questions around the relationship of an artist’s life to
their work.85 For critic Francisco Bittencourt, who also reviewed the show, this issue was
precisely what rendered the artworks “embarrass[ing]” and totally inappropriate:
The confessional is specifically a literary genre and yet it has to be worked at hard or
have a great deal of introspection to avoid becoming a boring whine . . . . With these
works, Anna Maria Maiolino was unable to do a visual work or cross the demanding
frontier of poetry. . . . No artist can ask the viewer to go to a gallery to look into their
intimate dramas.86
Both reviewers tapped into Maiolino’s inward turn in these works, including the films X and Y,
and her interest in mining her autobiographical experience and personal feelings as fodder for her
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“O tom geral era francamente confessional, como se a artista escrevesse uma carta aberta ao publico—aqui
estou, em fragmentos, tentando . . . definir os meus limites . . . a geografia de meu mundo, o dentro e o fora.”
Frederico Morais, “A arte nos caminhos e descaminhos da vida,” O Globo (Rio de Janeiro), April 14, 1976, n.p. He
particularly noted the films, in which the “geography of the body” stood out, “sometimes aggressively, but always
visually beautifully.” (Nos filmes, que sobressai, as vezes de forma agressiva, mas sempre imagens plasticamente
muito bonitas, é a geografia do corpo . . .)
85
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own art?) Morais, “A arte nos caminhos e descaminhos da vida,” O Globo (Rio de Janeiro), April 14, 1976, n.p.
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íntimos.” Francisco Bittencourt, “Anna Maria Maiolino,” Tribuna da Imprensa (Rio de Janeiro), March 31, 1976,
n.p.
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engagements with the social. Referring to this gesture as “confessional”—another way of
describing testimony—Bittencourt flat-out rejects it.87
Also reviewing the exhibition, critic Roberto Pontual describes the “essence and tactic”
of Maiolino’s works as their “autobiographical disposition.”88 As in Capítulo II, in X and Y,
Maiolino wanted to exploit the affective intensities of her subjective experiences to connect with
broader social suffering. Sara Ahmed underscores women’s testimonies about their pain and
suffering as helping to foster feminist subjects, feminist collectives, and a feminist politics which
mobilize “around the injustice of that violence and the political demand for reparation and
redress.”89 As a form of politics, “emotional struggles against injustice” are not just about
expressing our feelings, but represent instead “how we are moved by feelings into a different
relation to the norms that we wish to contest.”90 In other words, the politics of emotion hinge on
the way in which feelings reposition our relationship to unjust hegemonies.
Yet, unlike Capitulo II, X and Y do not necessarily testify to Maiolino’s own personal
life; rather she harnesses gendered tropes from melodrama and horror to translate her own
feelings into broader emotions that she “performs” in order to connect to the suffering of others:
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Maiolino’s interest in engaging the social was particularly evident in the exhibition’s interactive sculpture,
Solitário ou Paciência (Solitaire). It was also further evidenced by several participatory works she created prior to
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Maiolino,” Women's Art Journal (Fall/Winter 2014): 26.
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[I used] the body because at that moment, they were the bodies of everyone, my body
was the body of the one that was to be mutilated. It was an identification with everything
that was genuinely happening in Brazil . . . . [I]f you think about using the body in the
70s, with the military dictatorship . . . it was the collective body, it was the social body. . .
I was identifying with the one who was tortured and imprisoned.91
The subject of the torture, as depicted by Maiolino, is a woman (the artist herself): she
uses her own gendered body as a cipher for the suffering of all tortured subjects of the state,
positioning it—and its image as mediated by gendered cinematic tropes—in the “neutral” subject
position, usually assumed male (i.e. “the everyman”). In X, and to a lesser extent in Y, she
structures her emotional appeals to the social by appropriating gendered tropes from cinema and
television, rather than “authentically” presenting her own self, or fully expressing her own
feelings. While the emotional displays in X come across as generic tropes from horror movies
and telenovelas, Y comes off as more personal in its lyrical and impressionistic style. So while Y
also exploits tropes from melodrama and horror, it does not conform to them as strictly as X,
resulting in more abstract and expressive imagery that is more reflective of Maiolino’s own
subjective, internal world, and thus, perhaps more effective at mobilizing her feelings to
“identify” with the victims of state-sponsored violence and repression. By exploiting tropes from
melodrama and horror Maiolino harnesses emotions to connect with the social, but this reveals
tensions in her work between her own feelings and subjective experience and their relationship to
the broader social struggle against the dictatorship.

91
“usar o corpo, porque em aquele momento, eram os corpos do todos, o meu corpo era aquele corpo daquele
que estava ser mutilado era uma identificação com tudo que estava passando de genuíno no brasil porque se você
pensar o estava usar o corpo nos anos ‘70 com o ditadura militar, . . . era o corpo coletiva, era o corpo social, e claro
que eu poderia, porque eu sai do outro quando eu sai do meio eu estava identificando com aquele que era torturado o
encarcerado.” Anna Maria Maiolino, interview with the author, São Paulo, August 1, 2016.
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Regina Vater, Fear (1975)
These same tensions between one’s personal feelings and the shared emotions of
collective struggle are explored in Regina Vater’s video performance, Fear (1975, Fig. 3.16),
which like Maiolino’s X and Y, engages performative styles that resonate with melodrama and
horror in its testimony of the fear provoked by authoritarian regimes across Latin America.92
From an early age, Vater (b. 1943) was a maverick and proto-feminist whose life differed greatly
from that of many of the other women in this study. While most of these other artists disavowed
the feminist label, married at a young age, and raised families before seriously pursuing their art
careers, Vater did not marry until later in life, did not have children, and identified with women’s
liberation early on. After studying drawing and painting in the studios of painters Frank
Schaeffer (1917–2008) and Iberê Camargo (1914–94) in the late 1950s and early 60s, she went
on to attend the National School of Architecture of Rio de Janeiro, before dropping out at the age
of twenty-one.93 Even more scandalous than leaving school was her decision the following year
to move in with her boyfriend and to pursue an art career (the year was 1965, and unmarried
couples living together was still stigmatized in Brazil due to the influence of the Church).94 Vater
describes herself as having “put the feminine emancipation story more into practice than into
rhetoric . . . .”95 She also explains that though she and other women artists and friends did not
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Though Vater’s work is referred to in the art historical and critical literature alternately as Medo (in
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brasileira,” (Master’s Thesis, University of São Paulo, 2011), 52.
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identify outright as “feminists” in the 1960s, or label themselves as such, feminist ideas were
influential on her, especially through the journalistic writings of the Brazilian feminist Carmen
da Silva (discussed in Chapter One), whom Vater not only read, but also met and admired.96 She
explains that her later works of the 1970s “had to do with feminism,” but she still considers
herself at the time as “a soft feminist, because I was very shy and insisted on believing in a
romantic relationship between men and women,” highlighting the Brazilian stereotype that
feminism required women to sever their relationships with men.97
Vater went on to work as an assistant stage designer at TV Tupi, which likely put her into
contact with telenovela productions, and later for an advertising agency in São Paulo, all while
developing a successful independent art career. In 1972 she won travel prize from the Salão
Nacional de Arte Moderna (National Union of Modern Art) for her painting Nó (knot), which
enabled her to travel to New York the following year, where she shifted to a more conceptual art
practice. It was also during this period that she befriended Anna Maria Maiolino and Hélio
Oiticica, both based in New York at the time, and studied at the Pratt Graphic Workshop.98 After
traveling to Paris and Buenos Aires between 1974 and 1975, she returned to Brazil. She later
returned to New York as a Guggenheim Fellow in 1980, married U.S. video artist Bill Lundberg
(b. 1942), and remained in the U.S. (first in New York, then Texas) until 2012 when she returned
to Brazil, where they currently reside.99 Recently speaking about her career and politics as a
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whole, she emphasizes her Leftist politics and feminism, but also underscores her independence:
“Although I went to the Passeata dos Cem Mil (Protest of the Hundred Thousand) [1968] in Rio,
I never was part of any group, even in the arts. I always [have] been a maverick even until today.
The personal attacks I received . . . were for being a woman in a very machista society. . . .”100
During Vater’s first stay in New York, she befriended the Catalan artist Antoni
Muntadas, who recommended her to Jorge Glusberg for an exhibition in 1975 at CAyC in
Buenos Aires, where Glusberg was director.101 When Vater arrived in Buenos Aires in August of
that year, Argentina—which had also suffered a CIA-backed military dictatorship since the mid1960s—was now undergoing a political and economic crisis, which arose after Juan Péron’s
death on July 1, 1974, when his third wife Isabel “Isabelita” Perón assumed the presidency.102
Isabelita’s administration soon began state-sponsored attacks on the media, universities, and
trade unions, actions which left-wing guerilla groups responded to with more violence. In
November 1974, she declared a state of siege and suspended the constitution. The following
year, inflation was at 600%, and her administration was embroiled in corruption. Moderate
military officers urged her to resign, but she refused, as the economic and political situation
deteriorated.103 According to Vater, the political instability that she witnessed in Buenos Aires
reminded her of “that paranoia, that thing I already knew of in Brazil . . . . I was so scared of
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going home and finding the same climate . . . .”104 She decided to address the political situations
in both countries through her work for the CAyC exhibition.105
It was in this climate, seven months prior to Isabelita’s arrest in March 1976, and during
the final months of her downfall, that Vater created Fear in 1975.106 She started by devising a
survey to ask Argentine people how they felt about the then-current conditions. Due to ongoing
government repression, she knew that she had to develop a coded language to pose her questions,
so instead of asking people directly how they felt about Isabelita’s regime, she questioned them
about “fear” in general, what the term meant to them, and what made them feel afraid.107 Vater
headed to the city’s Plaza San Martín with an assistant and a tape recorder to interview and
record passersby.108 After recording the interviews with the public, she edited the thirty-minute
audio tape down to a thirteen-minute audio montage of people’s voices talking about fear
(editing out her own voice and shortening some of their responses).109 She also took reference
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photographs of them as they spoke, in order to capture their facial expressions.110 She then
collaborated on a video with Glusberg, who owned a Portapak and operated the camera while she
performed.111 She played back the tape recording of the people’s voices, and in response,
interpreted their emotions through her facial expressions.112 She described the process as
“mak[ing] use of her own face as a support to register all the fear semblances that her visage can
give.”113
Though Vater executes what is essentially a conceptual project rooted in methodologies
of the social sciences (interviewing a wide cross-section of the public114), her interpretations are
completely subjective. This approach was loosely based on an earlier participatory work she had
undertaken in 1973 in Praça Nossa Senhora de Paz, a public plaza in Rio de Janeiro, titled
Evento dos Nós (We/Knots Event, Fig. 3.17), in which she encouraged passersby to play with
string and rope, tying themselves up in the plaza with these materials.115 As a part of Evento dos
Nós, she conducted a poll in which she asked participants about the meaning of the words “we”
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and “knots,” recording their responses.116 Thus, as in Fear, she enabled people to speak freely
about the repression they felt from the dictatorship, through the metaphor of “being tied up in
knots,” without having to talk about it directly. As with Fear, Vater inserted herself within the
public domain at a time when the regime had curbed free speech and censorship was ubiquitous,
giving people a forum for expressing their views in an open yet ambiguous way. This was
especially meaningful at a time when the Brazilian state had outlawed public assembly.117
Unlike Evento dos Nós, which was a live event documented in photography, Fear was
performed exclusively for the camera. Unfortunately, the original video tape has been lost.
According to Vater, there were two versions of the tape (the original and a copy), one in her
possession and one in Glusberg’s. After several years, Vater’s copy suffered from binder
hydrolysis, also known as “sticky shed syndrome,” a form of deterioration common to Portapak
tapes, in which the surface becomes gummy.118 She discarded the corrupted copy, and it remains
unknown what happened to the duplicate that was in the possession of Glusberg, who died in
2012.119 Though the video is missing, I have found other records of the work, including a series
of photographic stills from the artist’s archive (Fig. 3.16), descriptions of it by the artist, the full
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unedited audio, which I have transcribed (see Appendix 1), and the artist’s own transcribed and
translated (into English) text of the edited version of the audio (see Appendix 2), with each quote
labeled with its corresponding photographic image from the photographic stills.120 These records
form the basis of the following analysis of the work.
Because there was no editing equipment, Vater had to accomplish the entire video
performance in one take. Glusberg first videotaped the title card, a simple handwritten sign
reading “FEAR” (in English), followed by a card depicting a map of the city with San Martín
Square outlined, along with the words “San Martín Sq. Wednesday, August 20, 1975, 4:00 p.m.,
temp. 67 ° f” (also in English). During these opening “credits,” Vater played the Gilberto Gil
song “O Canto da Ema” (The Ostrich’s Song), because its lyrics reference fear.121 The audio of
the voices of the people recorded on the street speaking about their experiences with fear
followed these cards, accompanied by a close-up shot of Vater’s face as she responded to the
people’s comments, performing through her facial expressions a range of fearful emotions from
panic and dread to anguish.122 Almost immediately after it was created, the work was exhibited
(on a monitor) at CAyC in her exhibition Restos y vestígios (Remains and Traces, August 1975).
A year later, she showed it from September to October, 1976 at MAM-RJ in her exhibition
Restos da paissagem (Remains of the Landscape), and then from October to November, 1976 at
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Museu de Arte Brasileira da Fundação Armando Álvares Penteado (MAB-FAAP, São Paulo) in
another exhibition with the same title.
The artist’s archive of Fear’s photographic stills include sixteen images of her face in
addition to the two title cards (Fig. 3.16). Each black-and-white image shows the entire monitor
on which the video is playing, and depicts a tightly cropped, high-contrast image of Vater’s face
filling the frame. According to the artist’s description of her performance, she continuously
transitioned from one facial expression to the next. These changes are somewhat apparent in the
photographic stills, which necessarily appear as staccato moments rather than ongoing flow. In
the first couple of pictures, she grimaces with her eyes closed. Then she lifts her gaze upwards,
her lips frowning, as if in anticipation of something ominous falling from above. Next, she
squeezes her eyes shut and furrows her brow before twisting her head to the side. Her face
contorts itself into an expression of repulsion as her eyes dart to her right, and then to her left.
The original audio recording and the artist’s edited, translated transcript disclose a range
of statements that people made about fear (See Appendix 2). While some expressed reluctance to
talk (“Don’t take pictures of me! . . . Stop the tape recorder. I don’t want to make [this] public”),
most people were surprisingly candid, likely facilitated by the anonymity of the sound recording
(rather than their faces or names). The answers ranged from the socio-political (“Argentina is
living through a very strong crisis and fear is a part of it”) to the personal (“I’m afraid of being
alone”); and from the direct (“I am afraid of government bureaucracy”) to the ambiguous (“The
big fear is the future. I see a way out . . . but I keep it for myself”). Several people expressed fear
as both existential and political (“I’m afraid of instability in this country, of getting old, spending
my whole life working for nothing. At the present time I think there’s a fear for one’s physical
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security. Nobody feels safe anywhere”).123 Summarizing their responses, Vater observed: “I
remember that some people [were] really scared to talk about the subject matter. But there [were]
some [who were] very courageous.”124
My research suggests that Vater’s facial expressions were tonally in sync with the content
of the interviews in the audio track. Of the critical reviews that I found of the exhibitions that
included the work, none specifically describe the video, so my speculations about this are based
on the above-mentioned evidence at hand: the photographic stills and Vater’s audio transcription,
which roughly indicate which quotes correspond to which images. Given that Vater used
reference photographs of the people she interviewed in preparing her interpretations, it is likely
she tried to match her affect to theirs in order to express a similar emotion. Often her expressions
are overplayed, a probable outcome of her process—attempting to grasp what they were feeling
and to translate and communicate it as a clearly legible emotion.
Although the overall effect of the audio’s commentary is a state of generalized anxiety
simmering just below the surface, and varying degrees of comfort or resistance to identifying its
causes and effects on one’s everyday life, Vater chooses to interpret these through overt facial
grimaces and distortions. For instance, she pairs the first photographic still (Fig. 3.18)—
depicting her pursed lips frowning deeply and her weary eyes shut dramatically—with a man’s
comment that he is afraid “of the society in which one lives, . . . of the ones who govern you, . . .
[and] of the ones who don’t govern you.”125 Vater matches the man’s verbal articulation of the
general anxiety he feels with a facial expression that suggests regret or disappointment.

123
Vater, unpublished English language translation and transcription of Fear, undated, n.p. Miscellaneous
uncatalogued artist file #300193140, MoMA, New York, Library.
124
Vater, Oral History with Cary Cordova, February 23 and 25, 2004.
125
Vater, unpublished English language translation and transcription of Fear, undated, n.p. Miscellaneous
uncatalogued artist file #300193140, MoMA, New York, Library.

191

Similarly, the tenth photographic still (Fig. 3.19)—showing Vater intensely grimacing and
furrowing her brow, while her glistening eyes pop wildly from her face—is paired with an older
man’s comment that “Fear is something that is a bit disquieting . . . . Lately in Argentina one has
some fear, mainly, I think, the well-to-do people.”126 In this example, Vater matches the man’s
observation that everyone feels unease, but that the upper-classes might experience it more, with
an expression that communicates an overblown sense of shock or terror at witnessing something
one does not wish to see. Despite the hyperbolic affect of some of Vater’s expressions, through
their general depictions of distress and their somber black and white tones, overall they suggest a
sense of darkness, rather than humor or irony. Also, though Vater’s facial expressions often
appear exaggerated—even hammy—in others, they are more subtle and ambiguous (Figs. 3.20–
3.21). It is not totally clear if these more muted looks are actual emotional expressions or just the
transitions between expressions in Vater’s continual flow, but either way, they lend the work a
sense of complexity. It appears to combine expressions of over-the-top emotion with subtler
manifestations of interior feeling, both mediated through her affective posturing.
This tension between preconscious affect, internally-experienced feeling, and externally
performed emotion in Fear parallel a series of photographs from the early-to-mid 1950s of the
previously-discussed horror actor/producer José Mojica Marins (“Zé do Caixão”) in which he
performs various facial expressions for the camera (Fig. 3.22).127 In 1953, Marins had opened an
acting school to fund his self-produced horror films, frequented by working class students who
paid up to one week’s salary to attend.128 To make his lessons seem more serious, Marins created
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“artistic aptitude tests” in areas including “spiritual presence,” “nervous system,” and “facial
expression.”129 For the latter, Marins had a series of photographs taken of him interpreting
emotions including cynicism, distrust, depression, doubt, craziness, mania, and horror, among
others, which he collated, individually labeled, and hung on the wall of his studio for his students
to observe and imitate.130 Because he intended the expressions he displays in the photographs to
present generic models of emotion for students to copy, they appear embellished and artificial. It
is unlikely that Vater was familiar with these images, but they underscore the centrality of
amplified facial expression as a vehicle for affective excess in Marins’s films, and Brazilian
melodrama and horror more broadly.
A comparison of several of Fear’s photographic stills with some of Marins’s photographs
reveals that many of Vater’s expressions clearly resonate with prototypical performance styles
from melodrama and horror. For instance, the third still in Vater’s sequence (Fig. 3.23),
depicting her eyes gazing upward expectantly as her mouth turns downward, echoes Marins’s
overblown interpretations of madness (“loucura”) and horror (“horror”) (Figs. 3.24–3.25). Both
Vater’s and Marins’s expressions convey an overdone sense of unexpected surprise or nervous
anticipation. Similarly, the seventh image in Vater’s sequence (Fig. 3.26), showing her glancing
to the side with a furrowed brow and a downturned mouth, evokes Marins’s inflated expressions
of distrust (“desconfiado”) and shyness (“tímido”) (Figs. 3.27–3.28); both Vater’s and Marins’s
expressions indicate disgust or doubt. These examples not only attest to Vater’s grasp on
exaggeration as a performative strategy for clearly communicating emotions to her audience, but
they also reveal the ways in which she drew on performance styles informed by melodrama and
horror to do so, whether consciously or unconsciously. Even so, Vater’s performance displays
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more variation than Marins, in part because her expressions are part of a continual stream of
transitions, and his are frozen and mask-like. As such, her performance contains both overacted
moments and more nuanced ones. While Marins only employs pre-determined affects to
communicate standardized emotions, Vater’s performance engages a broader array of affects to
bridge broad emotional registers with more subtle interpretations of feeling.
By using facial expressions to foreground her emotional life and subjective experiences,
Vater’s approach resonates with other feminist conceptual projects such as U.S. artist Martha
Wilson’s Composure (1972, Fig. 3.29). Wilson’s work poses an apt comparison, not only
because of its formal and procedural similarities with Fear, but also because Vater would later
befriend and collaborate with her. Wilson created Composure before the two artists met, during
her time at the Nova Scotia College of Art and Design in Halifax, Canada (she moved to New
York in 1974 and opened the alternative art space Franklin Furnace in 1976).131 Wilson and
Vater would later meet and become friends in New York, most likely in 1978.132 For this reason,
Vater’s assertion that she was not aware of Wilson’s work at the time she created Fear is
credible.133 Even so, the similarities reveal shared sensibilities and concerns between the two
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artists’ approaches to exploring and conveying female subjectivity at a time when women felt
increasingly alienated from masculinist spaces and discourses.
In Composure, Wilson had a photographer take pictures of herself while she performed
different facial expressions to convey various emotions including shyness, serenity, guilt,
depression, anxiety, and misery. She then labeled each one in typewritten lettering at top,
identifying the emotion and the date, with two photographs of the artist below: one on the left,
depicting her performing the emotion for the mirror (with the photographer seen snapping the
picture behind her); and on the right, showing the same emotion performed directly for the
camera, and hence the viewer. Explaining her motivation, Wilson states:
I asked if I composed my features in a mirror to make my face convey . . . expression . . .
or if I composed my features without the benefit of visual feedback looking directly into
the lens of a camera, which image would convey [the emotion] more effectively? In this
experiment I decided that my internal mirrors were better than external ones at shaping
my features.134
In short, like Vater in Fear, Wilson intended to explore her feelings as they were experienced
within as well as how she projected these emotions to the exterior world. Though Wilson created
Composure in isolation from a feminist community, as critic Jayne Work points out, her work
“has [since] been seen to contribute significantly to what would become one of feminism's most
enduring preoccupations: the investigation of identity and embodied subjectivity.”135
Like Vater’s Fear, which utilizes pseudo social sciences to frame subjective experience,
Wilson, in line with Conceptual art’s “aesthetics of administration,” catalogues each emotion.136
Both women use processes associated with rationality and logic to legitimize women’s affective
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and emotional experiences. The politics of Wilson’s endeavor align with white U.S. feminist
strategies of inclusion and representation in patriarchal society at large. By contrast, Vater
specifically describes Fear as a “manifesto against military censorship.”137 Enabling the people
of Buenos Aires to speak freely, anonymously, and indirectly, she harnesses their words as the
affect index of speech that could double as commentary about Brazil’s political repression. Vater
thus uses her own body as a vessel or medium, and her face as a “screen,” for projecting other
people’s emotions about the Argentine crisis, filtered through her personal experiences in Brazil,
in order to covertly reflect her own feelings about the Brazilian dictatorship.138 Speaking about
her body as a vessel in an interview she gave shortly after returning from Argentina, she
explained:
I departed from body art; [it was the] first time I used my body too. As the tape plays the
speech of the interviews, I wear my mask of fear. . . . I felt all the sacredness that is
working with the body. It is as if you are the medium or embodiment . . . of meaning.
And one experiences in the body all the message that one wants to transfer to the other.139
In Vater’s emphasis on her body as a carrier of meaning and on its ability to transfer that
meaning to the Other, she not only construes it as site for testifying to suffering, but also
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underscores its capacity to connect with the social through emotion. Contemporary feminist
theorist Ann Cvetkovich has asserted that those who have experienced trauma often find new
forms of expression that disrupt conventional documentation.140 She calls these “archives of
feelings,” and describes them as “repositories of feelings and emotions” that can include written
or spoken testimony, but also the “practices that surround their production and reception,” which
could involve a range of immaterial forms including performance.141
By recording the voices of Argentines on the street to document their fears and traumas
and then re-enacting those feelings through her performance, Vater reveals the ways that “trauma
puts pressure on conventional forms of documentation, representation, and commemoration,
giving rise to new genres of expression, such as testimony . . . [and] performances that can call
into being collective witnesses and publics.”142 Vater positions her body as a site of inscription of
these people’s feelings by physically interpreting their recorded voices, and through her video
recording, she creates a repository of their testimony. In physically mediating their words, she
also draws on her own subjective experiences, fusing their feelings with her own. Through her
bodily gestures, she creates an archive of feelings that enables her to connect her own fears about
Brazilian politics with their fears about the instable conditions in Argentina.
As such, Vater’s process also exemplifies Sara Ahmed’s emphasis on the political
implications of emotion and its capacity to cultivate collective politics.143 According to Ahmed,
emotions circulate between bodies and are shaped by one’s contact with others; they are neither
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in the subject nor in the Other, but in the moment of contact between the two.144 The emotions of
one subject can be transferred through an affective “impression” onto another person so that the
Other can be a “source” of one’s feelings, thus leading to a politics rooted in a sense of a
connection to the collective.145 Vater’s desire to make contact with the Other and thus to unite
with the social is evident in her approach in Fear of reaching out to the “man (or woman) on the
street.” This impulse is also substantiated in her later comment that her work reflects on “the
world and humanity” and the paths “from the individual to the collective and from the collective
to the individual.” 146 Vater articulates her desire to connect with collective suffering through her
individual body, which she engages through actual contact and through shared emotions.
By drawing on performative styles from Marins’s brand of melodrama and horror as well
as feminist strategies of documenting and legitimizing women’s internal lives, Vater was able to
express her own subjective experience in a setting where self-expression was curtailed. Her
facial expressions and her encounter with the people she met show that relationality was
fundamental to her process in Fear, and that it was not vital to Marins’s pedagogic photography,
nor to Wilson’s isolated emotions, and as such results in a different feminist politics than those
of U.S. feminist art.
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Sonia Andrade, A Morte do Horror (Silêncio) (1981)
A hallmark of the works discussed so far is their engagement of affective excess
influenced in varying degrees by melodrama and horror, and the sincerity with which they
approach emotions as modes of fostering broader social alliances. Sonia Andrade’s video,
Silêncio (Silence, Fig. 3.30), a short vignette in her larger work A Morte do Horror (The Death
of Horror, 1981), also engages these tropes, but takes an explicitly ironic approach informed by
camp, which I frame as a specifically Latin American form of cultural resistance.147 Andrade’s
engagement with camp in Morte do Horror discloses the shifting political exigencies of the
dictatorship’s final years, the new-found concerns of Brazilian artists working outside the
country, and how mobilizing gendered subjectivity served as a pathway for confronting both.
Andrade created A Morte do Horror in 1981 while living in Paris.148 She was based there
with her second husband from 1978 to 1982, a period that coincided with the Brazilian abertura
(opening, 1979–85), the slow and unstable shift toward re-democratization.149 It is worth
spending a moment to outline the changing political backdrop of this period to better elucidate
Andrade’s video. Following the anos de chumbo of hardliner Emílio Médici’s administration
(1969–74), his successor, Ernesto Geisel adopted a more moderate position toward political
repression. Geisel was a well-connected army General and former president of Petrobras
(Brazilian Petroleum Corporation), who was responsible for instituting the political program of
distensão (relaxation, 1974–79), the gradual dismantling of the regime’s harshest measures,
including the termination of the Institutional Act Number 5 (AI-5) in 1979.
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Geisel’s successor, João Figueiredo continued this process when he came to power in
1979, but the worsening economic crisis largely propelled his policy of abertura. Despite the
substantial economic growth the country had experienced during the so-called economic
“Miracle,” the 1974 oil crisis had prompted a recession. Because Brazil’s oil was imported, its
foreign debt began to increase. By the late 1970s, the weak recovery from the recession brought
the country to the verge of bankruptcy and Brazilians’ living standards began to plummet due to
unemployment.150 By 1978, more than 70% of the population lived in poverty. By 1980, Brazil’s
foreign debt was the highest among “Third World” countries, a burden exacerbated by the high
interest rates imposed by the U.S. Ronald Regan administration (1981–89).151 International
multinationals controlled 40% of the industries in Brazil, many of them U.S. companies. For this
reason the U.S. supported the International Monetary Fund’s (IMF) plan to allow rollover loans
(so that the country could continue paying interest on its debt) in order to shield its own
economic interests. Not only was this crippling, but the IMF plan also required forced austerity
measures, which wrought even more economic havoc on Brazil’s population.152
The real turning point against the military regime came in the early 1980s due to this
combination of foreign debt crisis and hyperinflation.153 Opposition gained ground among both
the middle class and the Brazilian elite. Even the U.S., which had previously supported the
dictatorship for its anti-Communist stance at the height of the Cold War, began to shift its
support in favor of the re-democratization movement, seeing it as a way to restructure the
Brazilian economy according to a neoliberal logic.154 In 1979, Figueiredo implemented an
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amnesty law for those convicted of “political” crimes between 1961 and 1978. This move
effectively allowed exiled dissidents to return without threat of punishment, i.e. enabling
political opposition to the dictatorship and the formation of new political parties, many of which
established anti-regime coalitions. In 1981, the Congress enacted a law to restore direct elections
of state governors. Ultimately, it was because of the regime’s inability to solve the economic
crisis that military leaders agreed to hold democratic presidential elections in 1985, albeit
indirectly through an electoral college. Tancredo Neves of the Brazilian Democratic Movement
(MDB) party won the election, but when he died of illness prior to being sworn in, his vicepresident, José Sarney took office (1985–90).155 Despite Sarney’s reforms, including a new
democratic constitution in 1988, and direct elections in 1989, the state never prosecuted the
former military regime’s perpetrators of human rights violations for their crimes.
It was within this turbulent, but exciting context that Andrade created A Morte do Horror
in 1981, at the invitation to participate in an exhibition at MoMA, New York, curated by Barbara
London, titled Video Art from Latin America.156 A Morte do Horror is an approximately twelveminute color video comprising seven short vignettes, some involving actions by the artist
directed toward television monitors and screens, and others involving her performing directly for
the camera. Though the dictatorship was in the abertura phase when Andrade created the video,
and the government had officially terminated the harshest policies of the AI-5, the redemocratization process was fragile and was still under constant threat of derailment by the
hardliners. Many Brazilians were suffering under the economic duress caused by the debt crisis
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and the austerity measures imposed by the IMF. Distressed by the ongoing crises in the country,
Andrade broadly intended the video to address the “horror” of the ongoing situation in Brazil.
In this way it is similar to her earlier Primeira série (first series, 1974–77), discussed in
Chapters One and Two, which also comprised a series of vignettes that critiqued the Brazilian
regime’s repression.157 However, while the episodes in Primeira série are bleak in tone,
addressing dark themes like torture through the strategies of self-harm, the seven episodes of the
later color Betamax Morte do Horror are more playful in their depictions of ludic exercises and
puerile violence.158 Take for instance the first episode, Ação (Action, Fig. 3.31), in which a
television monitor, absurdly filled with water and a goldfish (like an aquarium), is “drained,”
forcing the fish to sink to the bottom and flop around helplessly before suffocating in the
waterless environment, a reference to the “suffocation” period of the dictatorship (o Sufuco). In
the third episode, Confrontação (Confrontation, Fig. 3.32), the artist holds a gun up to the
camera and pulls the trigger as if to shoot at the viewer, but instead of bullets, only sprays water,
a bathetic gesture that undercuts the trauma and tragedy of armed violence with a deadpan
execution and comic anticlimax. The other episodes in the series also represent mischievous, but
lighthearted musings on themes ranging from the mass media and speech to transportation.159
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Silêncio is the second episode in the video, and at less than one minute, also its shortest
(Fig. 3.30). It opens with a shot of the artist, framed from the torso up, with long dark hair,
positioned against a slightly crumpled white fabric backdrop, wearing a black V-neck top and a
black choker necklace. She stares at the camera with a sullen expression for about five seconds,
before suddenly opening her mouth. As her mouth stretches wide, it appears as if she is
forcefully screaming, but there is no sound. Her eyes begin to bulge, her face turns red, and the
vein on her forehead throbs as she bends forward as if out of breath, but no sound emerges. As
she closes her eyes and leans over in exhaustion, the screen cuts to black.
Andrade has stated that she wanted A Morte do Horror to confront the brutality of the
dictatorship’s censorship and violence through humor.160 Like Maiolino in X and Y, and Vater in
Fear, in Silêncio Andrade draws on tropes from melodrama and horror, but unlike the former
artists’ more earnest engagement with those tropes and sincere emotive displays, Andrade’s
histrionic expression and bulging eyes bestow her performance with a satirical tone. She hits a
single emotional register: terror as a slapstick routine, mimicking the affective excess of
melodrama and horror to both embrace and parody it. She strategically plays on the superficiality
of the embellished emotional displays in melodrama and horror, exemplified by the one-note
expressions in José Mojica Marins’s photographic guide to acting. In this way, Silêncio echoes
Pape’s Wampirou in its satirizing of horror as a mode of social critique, rather than a wholesale
incorporation of its forms. Unlike real horror, Wampirou is not actually scary; it is playful and
fun, despite some of its darker themes.
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In some ways, Silêncio replicates the trope of the “silent scream” depicted in Maiolino’s
Y. Both adopt a quintessential trope from horror—the screaming woman—and present it as an
allegory of a silenced voice or the censorship of free speech. Even so, tonally, the two works are
completely different. Y is moodier and more macabre in its crisp black-and-white film, its closeup framing of the artist’s mouth, and its fragmented rhythms. By contrast, Silêncio, a color video
shot in one continuous shot in real time and from a fixed position, comes across as both
straightforward and impish. Andrade augments the emotional intensity of her screaming not
through editing, as does Maiolino, but through her hyperbolic physical performance. By
divesting the scream of sound, it becomes discharged it of its terrorizing power, causing us to
focus on her ironic exaggeration instead.
Andrade explains that the title of the series—“the Death of Horror”—addresses “the
question of horror, how to represent horror. If one represents horror, it’s the death of horror.”161
By representing “horror” through her actions (like her silent scream in Silêncio), she believed her
feelings of fear could somehow be exorcised. Significantly, MoMA mistranslated the work’s title
as “To Die of Fright,” conveying a totally different meaning: rather than positioning the video as
a purging of horror, the mistranslation implies that Andrade saw herself as a victim of her own
fear, subtly reflecting the ways that Latin American artists are framed when presented in U.S.
contexts, even those supposedly sensitive to the particularities of their histories and identities.162
The issue of the mistranslation underscores a major aspect of the video that merits
attention: that Andrade created it upon an invitation from MoMA, the principle U.S. institution at
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the center of the global art world. It is hard to imagine that her role representing a “Brazilian”
perspective to both U.S. and international audiences, as well as to other Latin Americans, did not
factor in the work.163 For this reason, it is worthwhile to take a moment to fully contextualize the
exhibition in which A Morte do Horror first appeared. Video Art from Latin America took place
in 1981 as a part of MoMA’s “Projects,” an ongoing exhibition series inaugurated in 1971 and
dedicated to new and experimental art forms and little-known artists.164 Curator Barbara London
had been developing the museum’s inclusion of video art since the mid-1970s, obtaining the
official title of assistant curator of video in 1977.165 In the 1970s and early 80s, video was still
considered a new, experimental medium, and MoMA was among the first major institutions to
show it.166 Between 1980 and 1982 London was the sole curator in charge of the “Projects”
series, and chose to dedicate all of her shows during those two years to video; Video from Latin
America, held from October 29 to December 1, 1981, appeared right in the middle of London’s
stint managing the series.167
The exhibition included twenty-one videos which were screened according to a rotating
schedule in the museum’s “video gallery,” located on the museum’s ground floor, near the main
163
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lobby.168 The location, according to former MoMA curator Robert Storr was “one of the most
heavily trafficked areas of the Museum,” and as such the space was highly attended by what he
described as the “average spectator.”169 Hence the “Projects” series represented a chance for
artists—not just emerging, but especially international artists—to gain a great deal of visibility at
a major global art center. The exhibition’s press release describes Latin American video artists as
having “extremely limited exposure” and “few outlets for exhibiting the work,” thus positioning
MoMA as offering these under-recognized artists their big break.170 It also states that some of
these artists were even forced to “[leave] their original countries for Europe or North America to
pursue their work under favorable circumstances.”171 It is only “through sheer persistence and
determination,” it continues, that “Latin American artists have been able to produce [such] strong
statements in video,” many of which demonstrate “a unique sensibility and energy and a strong
political commitment.”172
Though the press release is not incorrect, its tone reveals general attitudes in the U.S.
about Latin America that Andrade was certainly aware of and likely intent on pushing back
against. While it is true that access to video technology and outlets for showing it were limited in
Brazil in the 1970s, that was beginning to change in the early 80s, with increasing support and
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venues.173 And while many Brazilian artists were forced to flee the country during the anos de
chumbo (1969–74), during the final years of the distensão (1974–79) and the abertura (1980–
85), exiled artists and intellectuals had begun to return to Brazil and work with increasing
freedom.174 Andrade emphasizes that she was not in exile in Paris during this period, but went
there because of her husband’s work.175 The image portrayed by the MoMA press release of the
heroic Latin American artist, forced to persevere against sweeping oppression, compelled to flee
their home in search of opportunity, and dependent on the generosity and intellectual freedom of
the great U.S. art museum, were probably tropes that by the early 80s, Brazilian artists like
Andrade were eager to dispel, especially outside of Brazil. So although Morte do Horror does
tackle the dictatorship’s oppression—its “horror”—we can understand it as also critically
confronting U.S. misperceptions of Brazilian artists and their socio-political conditions.
Andrade’s strategy for navigating this complex terrain—which included the increasing
freedoms of the Brazilian abertura, the precariousness of the country’s re-democratization, the
artist’s own position as a Brazilian living outside of the country, and the conundrum of creating a
work about “Latin America” for display in a U.S. institution—was to engage the subversive
potential of camp. The most well-known analysis of camp, Susan Sontag’s “Notes on Camp”
(1964), describes the camp aesthetic as one of artifice, theatricality, exaggeration, and a lack of
seriousness, all key features of Andrade’s performance in Silêncio.176 But, while Sontag focuses
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on the U.S. context, other thinkers have emphasized camp’s Latinidad. 177 Sontag contends that
camp is apolitical, but Latin American and Latinx writers have insisted that within their cultures,
camp is political.178 For instance, literary scholar Lidia Santos has argued that campy artifice and
exaggeration have been characteristic of Brazilian vanguard art since the 1960s and that
Brazilian artists have historically engaged camp as a form of resistance.179 Hélio Oiticica unites
camp with Brazilian Tropicália sensibilities and politics in his 1971 text, “TROPICAMP,” in
which he suggests that Latinx and Latin American artists’ appropriation of Latin American
clichés function as a form of critical agency.180 According to cultural critic Max Jorge HinderCruz, Oiticica developed the concept of Tropicamp to resist the commercial exploitation of
queer, Latino aesthetics in the New York underground film scene of the period.181 For Oiticica,
Tropicamp was a strategy for minoritarian artists of all stripes—queer, Latinx, and others on the
margins—to resist hegemonic systems that exploited their images for their own gains.182
Writing much later, performance studies theorist José Esteban Muñoz similarly pointed
out that queer Latinx artists have always used camp for “enacting the self against the pressures of
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the dominant culture’s identity-denying protocols.”183 He also argues that Latinx cultures have
historically embraced campy excess as a way of rejecting the “emotional impoverishment” of
normative white affect, and carrying out “liberationist politics” against oppressive hegemonic
regimes of straight Anglo-American whiteness.184 In this sense, camp can be interpreted as
overly identifying with exaggerated Latinx stereotypes, to embrace them as a form of resistance
of dominant cultures.
In light of these alternate readings of camp, we can then see why it was adopted by a
Brazilian artist like Andrade, who used it as a strategy for garnering agency when positioned at
the center of U.S. cultural hegemony. Interpreted through the lens of Oiticica’s Tropicamp,
Andrade’s satirical exercises in Morte do Horror—especially her overplayed, silent scream in
Silêncio—can be read as both embracing campy Latina excess and parodying it as a way of
resisting the U.S. institution’s cooptation of Latinx cultures for its own social capital and
financial profit. Her campy attitude lends the work a critical edge that undermines the museum’s
self-laudatory celebration of the “visibility” it had bestowed on Latin American artists, subtly
gesturing toward the museum’s underlying ideological interests.185 Like the more recent queer
Latinx performance artists Muñoz writes about, Andrade also uses camp as a strategy for
resisting U.S. culture’s dominant protocols, such as the ways the museum may try to classify or
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define “Latin American” culture for the “average spectator” (as construed by the institution).
Andrade thus employs camp aesthetics as a mode of subversion from within the museum,
enabling her to challenge the dictatorship on one level, but also the underlying U.S. ideologies
and interests represented by MoMA on another.
Furthermore, these critical interventions were gendered. Though camp is usually
associated with queer subcultures, Lidia Santos has also underscored it as a feminist
sensibility.186 So, despite Andrade’s disavowal of feminism (discussed in Chapter One), her use
of an over-the-top gendered trope from melodrama and horror reveals her investment in
exploring gendered subjectivity. This is evident in Silêncio in her evocation of the campy
character type of the “vamp” (a witchy female seductress), seen not only in Brazilian Terrir
films, but most memorably in the imported U.S. sitcom, The Addams Family. Originally
broadcast in the U.S. from 1963 to 1966, the show was distributed on Brazilian television from
1966 to 1977, where it was dubbed into Portuguese and titled A Família Addams.187 Andrade’s
fashion choices, with her long dark hair down, her black choker necklace, and her black low-cut
top recall the character of “Morticia” (played by Carolyn Jones, Fig. 3.33).
Like the show, which parodied U.S. sitcoms of the period, and drew on the grotesque to
critique the supposed normalcy of the U.S. middle-class nuclear family, Andrade satirizes the
“vamp” female persona in order to undermine normative gender hegemonies, including women’s
predetermined roles in Brazil and stereotypes about Latin American women in the U.S.188 She
also marshals her overdone performance to subvert norms of “appropriate” behavior and to
186
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parody the trope of the “hysterical screaming woman” common in telenovelas and horror
films.189 As such, she exotifies herself as a Latin American woman, giving U.S. audiences the
hysterical Latina they might expect, but also subverting that stereotype through her campy and
overly-exaggerated performance of it.

Conclusion
Lidia Santos has pointed out that by the 1970s, Latin American vanguard artists working
under repressive regimes began to incorporate the language of the mass media into their work in
order to resist the government’s manipulation of information and to contest state power.190 One
of the ways they achieved this, Santos suggests, was through “the quotation of foreign mass
culture, such as Hollywood cinema and the recycling of genres considered spurious, such as
melodrama.”191 The artists discussed in this chapter epitomize this shift in Brazilian art. In
performance-for-camera works by women in the 1970s and early 80s, mass media tropes are
appropriated as a form of resistance. In some ways, their reliance on conventions from cinema
and television—Brazilian and foreign—was obvious, given that they would have automatically
looked to cinematic and televisual predecessors when experimenting artistically with the moving
image (film and video). It also makes sense that they would have drawn on melodrama and
horror when dealing with themes like fear, pain, and suffering, because these genres also tackled
these emotions, and they infiltrated everyday life through popular culture. However, these artists
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did not merely imitate these mass media forms, but appropriated them strategically to articulate a
covert mode of dissent, disguising their critiques through quotidian references.
This chapter has argued that the cinematic and televisual genres of melodrama and horror
were central to Brazilian women’s performances-for-camera of the 1970s and early 80s as a
means of negotiating gendered content, because these genres enabled artists to harness emotion,
rather than language, to express dissent. Building on an understanding of emotion as the basis to
foster social alliances, this chapter has shown how women artists stressed emotional experience
and affective excess in their performances to foment gendered resistance to the repressions of the
dictatorship and U.S. hegemonies.192 Such performances of bodily excess were a further strategy
for undermining social “normativity.”193 Working within and against the patriarchal conditions
of the Brazilian dictatorship’s violence and repression, these women manifested bodily excess
through exaggerated affective expressions, such as looking terrified, weeping, and screaming.
However, the ways they employ the tropes and performance styles from these genres
varies as do their strategies and targets of resistance. In X and Y, Maiolino employs cinematic
techniques to intensify affective excess and tropes from melodrama and horror to broadcast the
painful emotions experienced by many Brazilians during the harshest years of the dictatorship, as
a way to join in solidarity with those people. While X is more literal in its adoption of the
performance styles from melodrama and horror, Y draws on them more idiosyncratically,
combining classic tropes with personal interpretation and lyricism. Vater’s Fear represents a
combination of these two approaches: employing the overblown and artificial affective
performances from melodrama and horror that articulate specific emotional registers as well as
more nuanced and ambiguous expressions that tap into her own complex, internal feelings.
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Andrade also evokes a quintessential trope from melodrama and horror—the histrionic
screaming woman—but her exaggeration (the comedic long duration of the scream and her
ridiculously bulging eyes) render it an ironic and satirical appropriation, unlike the more earnest
and serious performances of Maiolino and Vater.
Maiolino and Vater utilize emotional expression via the language of melodrama and
horror to gesture toward the social and to cultivate solidarity with others, though the extent to
which this is fully achieved is not completely measurable. For Maiolino, this engagement of the
social is evident not only in the ways that she emphasizes commonly-shared emotions in X and
Y, but also in the ways she implicates the viewer through her cinematic strategies. In X, she does
this through close-up, which virtually “positions” the viewer in close proximity to her body, and
in Y, through the intermittent black screens, which mimic the effect of the viewer themselves
being blindfolded. Vater gestures toward the social through her artistic process, which involves
actual contact with others, channeling their professed feelings through her bodily gestures to fuse
them with her own, and capturing them in video. Both Maiolino and Vater use performance-forcamera as a site for recording testimonies of trauma, and as such their emotional displays are
serious and stark.
By contrast, Andrade’s Morte do Horror, made at a later historical moment and in a
different geographical context, adopts the more playful and satirical mode of camp. Unlike
Maiolino and Vater, in Silêncio, Andrade does not perform emotion earnestly, but through
exuberant excess and parody. She filters her engagement with melodrama and horror through
camp as a mode of subversion. Her approach is not geared at fomenting a collective politics as
much as garnering agency in the face of repressive hegemonies, including both the “horrors” of
the Brazilian regime, and the more subtle forms of paternalism from well-meaning cultural
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institutions at the seat of power. As in the other case studies, Andrade’s critical interventions are
rooted in gendered subjectivity through her playful appropriation of gendered tropes.
Ultimately, these works exemplify the ways that Brazilian women artists of the 1970s and
early 80s worked with performance-for-camera to document women’s feelings, specifically their
fears. As such, they function like the kinds of testimonials by women that are productive in
formulating feminist politics mobilized around the injustice of gendered violence and
oppression.194 However, like their screams, their testimonials are silent. None of these artists
actually use their voices or their words to express their resistance. Rather, they galvanize their
silence—silencing one’s own voice to privilege the voices of others in the case of Vater, or
silencing their terrified screams to create a more powerful critique, as in the cases of Maiolino
and Andrade—to use performance, rather than speech, as an archive of feeling.
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CHAPTER FOUR
Private Bodies, Public Selves:
Moving Image Self-Portraiture, Oppositional Subjectivities, and Counter-public Spheres

Writing on U.S. and European women’s self-portraiture in the twentieth century, art
historian Marsha Meskimmon has argued that self-portraits by women have historically shown
social exchanges in which “private bodies become public selves.”1 Because male artists have
traditionally positioned women as the objects of the gaze, the opportunity for women to represent
themselves as both subjects and objects could allow them to demonstrate how they saw rather
than how they appeared. Furthermore, self-portraiture enabled women to position their
subjective experiences in the public sphere as a way of entering into political discourse. Through
self-portraiture, women artists were empowered to reclaim the gaze and to create meaning,
rendering visible their layered, complicated, multifaceted, and fragmentary subjectivities that
were not always evident in previous representations of them by men.2 As such, Meskimmon
argues that women’s self-portraiture is political in its insistence on repositioning identities that
have been marginalized, moving them to the center of discourse. Through self-representation,
women could be seen, and assert their claim for recognition, agency, and power.3
Writing on Latin American women artists in the postwar period, art historian and curator
Andrea Giunta has also argued that self-portraiture offered a form of self-expression and
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critique.4 Curator Berta Sichel has also suggested that Brazilian women who turned to video selfportraiture in the 1970s did so in order to look at their own bodies, biographies, and identities,
and to raise issues around gender, long before the Brazilian art scene broadly accepted and
embraced such themes.5 In short, women artists in Latin America, as elsewhere, have taken
advantage of self-portraiture (in a variety of media) for its ability to simultaneously reveal their
interior lives and insert their experiences into the public realm, breaching the boundaries between
inside and outside as a political act.
This chapter examines several case studies of women’s performances-for-camera that
engage the genre of self-portraiture, usually associated with painting or photography, through the
unconventional media of film and video. These include works by Anna Bella Geiger (b. 1933)
and Regina Vater (b. 1943), including Geiger’s videos Declaração em retrato nº 1 (Statement in
Portrait, no. 1, 1974) and Declaração em retrato nº 2 (Statement in Portrait, no. 2, 1975), and
Vater’s double film installation Advice from a Caterpillar (1976). These works represent some of
the earliest examples of women’s “moving image self-portraiture” (self-portraits created in film
and video), a format that manifests distinct qualities from portraiture in traditional media.6 I
argue that these artists mined the special properties of time-based media, including its
temporality and spatiality, to bring their inner subjective experiences into public, social, and
political discourse. In doing so, these moving image self-portraits functioned as gendered forms
of resistance both to the Brazilian dictatorship and related U.S. imperialism.
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I claim that these artists accomplished this resistance by marshaling the oppositional gaze
and presenting oppositional subjectivities. Cultural critic bell hooks, writing on African
American women’s cinema in the 1990s, has theorized the “oppositional gaze” as a critical mode
of looking which functions as a gesture of resistance toward the white supremacist male gaze in
mainstream cinema.7 This oppositional gaze involves acknowledging the subject positions of
black female spectators in movie audiences (who look), and incorporating nuanced
representations of black women in films (who look back). In this chapter, I expand this concept
to include spectatorial relationships among subaltern groups more broadly, and by applying it
specifically to those of Brazilian women. I also use the related term “oppositional subjectivity,”
coined by feminist theorist Luisa Passerini, to describe the “alternative means through which
women in patriarchal capitalist cultures have maneuvered and negotiated to gain some space,
some powers, however limited and curtailed.”8 Though Passerini was writing in the 2000s and
addressing the roles of subjectivity and intersubjectivity in Western feminist studies broadly, her
concept can be applied to the artists in this chapter because it helps us understand how they
claimed agency in the face of authoritarianism and imperialism.9
Drawing on these two concepts, I argue that Geiger and Vater employed both
performative strategies in their works in order to generate “counter-public spheres,” alternative
spaces of public discourse in which marginalized groups are empowered to express their own
identities, needs, and interests in opposition to hegemonic public spheres.10 To substantiate these
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arguments, this chapter first briefly overviews Brazilian self-portraiture of the twentieth century
to historically contextualize these later moving image self-portraits. An analysis of the works by
Geiger and Vater follow, drawing on feminist theories of representation, public space, and the
(counter) public sphere by Rosalyn Deutsche and Nancy Fraser.

Brazilian Self-Portraiture
Since the modern period, Brazilian artists have turned to self-portraiture to explore their
identities. While male modernists often examined the complicated and multifaceted layers of
their Brazilian national and ethnic identities (Brasilidade), they did not generally examine gender
or sexuality. For instance, in Autorretrato (Self-Portrait, 1927, Fig. 4.1), Ismael Nery (1900–34),
a Brazilian artist of Dutch, indigenous, and African heritage who had trained at both the Escola
de Belas Artes in Rio de Janeiro and the Académie Julian in Paris, positions himself as torn
between two whimsically-rendered worlds. On the left, we see the colorful Brazilian tropics,
Rio’s prominent Pão de Açúcar (Sugarloaf hill), a palm tree, and an Afro-Brazilian woman
dancing samba; and at right, the green-hued city of Paris, identified by the Eiffel Tower, and its
tall, geometric buildings. Similarly, in Lasar Segall’s (1889–1957) Autorretrato (Self-Portrait,
1930, Fig. 4.2), the Lithuanian-Jewish émigré depicts himself in the act of painting, with his
large, naively-rendered face colored moreno (dark-skinned), a fraught signifier of his
identification with Afro-Brazilians and their marginalized status in Brazil. In both Nery’s and
Segall’s self-portraits, these male modernists grapple with the complexities of their ethnicities
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and relationships with Brazilian and European cultural influences, but gender or sexuality are not
foregrounded as matters of concern.
By contrast, among the few self-portraits by women modernists, there was a tendency to
explore not just Brasilidade, but also their gender, making them predecessors of the moving
image self-portraits analyzed in this chapter.11 One of the most well-known is a self-portrait by
Tarsila do Amaral (1886–1973), which demonstrates the interweaving of her complex national
and gendered identities, as well as her awareness of communicating these to local and
international publics. When she created Autorretrato (manteau-rouge) (Self-Portrait [Red
Cloak], 1923, Fig. 4.3), she had already begun studying under André Lhôte, Fernand Léger, and
Albert Gleizes in Paris, and had begun to assimilate their Cubist and Purist painting strategies
into her work. She had also positioned herself at the center of the Parisian avant-garde’s social
life. Attending the Ballets Russes, the opera, poetry readings, and Dada and Surrealist
manifestations, she dressed in Parisian haute couture, including the striking Jean Patou-designed
scarlet cloak depicted in Manteau Rouge, which she had worn to much fanfare at an exclusive
dinner hosted by the Brazilian ambassador in May 1923.12 In the painting’s bold colors and its
modulated planes and curves, she emphasizes the audaciousness of her look, with her jet-black
hair sleeked back into a tight bun, her dark lined eyes stark against her pale face, and her crimson
lips complementing the hue and shapes of her cloak. Together these elements emphasize both her
modernism and her Brazilian “exoticism,” cementing her status as the glamourous and
captivating “caipirinha [Brazilian country girl] dressed by Poiret [French fashion designer].”13
11
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The image branded her public persona as simultaneously exotic and urbane, epitomizing
the recent observation that her self-portraits reveal her “willingness to shift and change her
artistic identity . . . variously identified by degrees of Latin American, Brazilian, and ‘exotic.’”14
As such, she marshalled self-portraiture not only to garner agency over her own self-image—
presenting herself as a charming fashionable woman, a Brazilian, and an international artist—but
also to instrumentalize these images for self-promotion and to control her position in the maledominated, Eurocentric art market.
After a mid-century fixation on geometric abstraction, young Brazilian artists returned to
figurative art in the mid-1960s, and specifically to self-portraiture in the so-called Brazilian
“Pop” style known as Nova Figuração (New Figuration).15 Artists in this circle intensely
engaged with self-portraiture in order to stake a claim to the genre’s critical potential.16 Several
male artists associated with Nova Figuração created self-portraits to examine Brasilidade and
their own identities in the face of the repressive dictatorship, but like their predecessors, gender
was never a central concern. For instance, in Carteira de identidade (auto polegar direito)
(Identity Card [Self Right Thumb], 1965, Fig. 4.4), Rubens Gerchman (1942–2008) includes
within his painting an image of his state-sponsored identity card. The composition, divided
diagonally by a series of slanted multi-colored bands, illustrates a huddled mass of green figures
on the right, with orange blots obscuring all but one of their faces. At top appear the words
“CARTEIRA DE IDENTIDADE estados unidos do Brasil” (Identity Card, United States of
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Brazil), located next to a reproduction of a passport-type photograph of Gerchman on an orange
square and a painted thumb print inside a box. Below the fingerprint appear the words: “AUTO
POLEGAR DIREITO” (self-right thumb). Made one year after the military coup, the work
suggests that the artist experiences himself as a “face” in the crowd, and that he views
identification cards as a bureaucratic mode of monitoring and controlling the population.17
Unlike self-portraits by men, which largely focused on the self in the public sphere,
women Nova Figuração artists explored their gender in self-portraiture that also inscribed them
within private, domestic spaces. Anna Maria Maiolino’s expressionist woodcut, The Baby (1967,
Fig. 1.5), depicting several naively-rendered scenes of the artist caring for her newborn child,
explores her identity as a mother. Wanda Pimentel’s colorful interiors, by contrast, such as an
untitled work in her Envolvimento (Involvement) series (1968–69, Fig. 4.5), show the artist’s
perspective on her own body, picturing not her face, but her legs and feet inside a domestic
interior filled with feminized household objects, including a hairdryer and make-up kit.18
With the emergence of artists’ film and video, Brazilian artists seized these new media to
explore the self. While several male artists worked in moving image self-portraiture, they tended
not to interrogate gender or patriarchal relations of power. Antonio Dias’s Super-8 film, The
Illustration of Art / Gimmick (1972, Fig. 4.6), possibly the earliest example of this genre in
Brazil, includes a sequence that depicts a close-up of a monkey’s face filling the frame, a longer
shot that reveals that this image is just a tiny mask that Dias has positioned over his nose, and a
later shot of the artist sitting in a chair and watching the very same film of the monkey and his
17
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own partially-masked face projected on a wall. According to curator Ligia Canongia, the monkey
symbolizes the artist as a “circus monkey,” an object of ridicule within a regime of “gorillas.”19
While these gorillas may appear big and intimidating at first, she contends, they are really just
frauds, which is suggested by the tiny mask that is not even big enough to hide the face of the
person wearing it. Other examples of moving image self-portraiture include the videos Exercises
about Myself (1974) by Ângelo de Aquino, Typology of My Body (1977) by Gastão de
Magalhães, and Me (1977) by Gabriel Borba (discussed below), all of which use the artist’s own
image to explore some aspect of his identity (ethnicity, sexuality) or how he sees himself.20
Unlike these male artists, Brazilian women working in moving image self-portraiture
engaged the medium to challenge conventional representations of women.21 Like Tarsila do
Amaral, whose self-portraits of the 1920s represented an ambivalent mixture of conforming to
certain stereotyped expectations, while also exploiting them to garner agency and power, these
later women artists of the 1970s also had to use subtler, covert measures for garnering agency or
expressing dissent given the repressive conditions of the dictatorship. Their presentation of forms
of oppositional subjectivity epitomizes what Luisa Passerini has described as the “new forms of
subjectivity” adopted by women who have had to “to cope with difficulties . . . in their various
situations.”22
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Rosalind Krauss was the first to examine and theorize performance-for-camera (by artists
of both genders) in her essay on U.S. video art of the 1970s, “Video: The Aesthetics of
Narcissism” (1976).23 Analyzing the instant feedback loop mechanism frequently deployed in
early video performances, where the artists perform for the camera while watching themselves
live on a monitor, Krauss (drawing on Lacan’s theorization of the Mirror Stage) asserts that such
performances use video like a mirror, and thus encourage a performer’s narcissistic obsession
with their own image.24 Krauss argues that this “performance for the monitor,” enables us to
understand video as a psychological medium to which narcissism is endemic.25 In other words,
artists became locked inside the video camera/monitor loop, with no recourse to social
exteriority.26
Refuting Krauss, art historian Elena Shtromberg contends that Brazilian artists’ use of
video to record themselves had the opposite effect: in the context of political repression, video
created an outlet for self-expression that represented “a necessary, if not subversive assertion of
personal freedom and political dissent.”27 She continues that the “assertion of the self . . . and the
affirmation of the artist’s body . . . could be used . . . not to withdraw attention from the Other, as
Krauss alleged, but rather to articulate a social alliance with the other who had been silenced.”28
From this we could argue that Brazilian moving image self-portraiture did not ignore the Other,
but through an expression of embodied dissent, gave a voice to those who had been silenced,
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thus fostering a sense of solidarity with them.29 Rather than functioning as a system that
contained the performer within the monitor, moving image self-portraiture became an interface
for connecting artists’ interior selves with the exterior world.30 The works discussed in this
chapter radically embraced narcissism as a proto-feminist gesture that insisted on inscribing their
personal and subjective experiences and complex identities within public discourse. As such,
narcissism was a necessary and foundational stage for these artists to claim subjective agency.

Anna Bella Geiger, Declaração em retrato nº 1 (1974) and nº 2 (1975)
Anna Bella Geiger’s video Declaração em retrato nº 1 (Statement in Portrait, no. 1,
1974) and its companion piece Declaração em retrato nº 2 (Statement in Portrait, no. 2, 1975)
are primary examples of the impulse among Brazilian women artists to position their personal
feelings and experiences within political discourse.31 Geiger, a Brazilian-born woman of PolishJewish heritage, studied engraving and art history with the Polish-Brazilian engraver Fayga
Ostrower from 1949 to 1953, before traveling to New York in 1953 to study art history at the
Metropolitan Museum of Art and the New School for Social Research.32 When she returned to
Brazil in 1954, she had no plans to marry.33 By 1956, however, she had married geographer
Pedro Geiger, with whom she would have four children. During this time, she finished her
university degree in Anglo-Saxon and Germanic languages and received a teaching certification.

29

Shtromberg, “Conceptual Encounters,” 141–42; By contrast, Arlindo Machado compares the work of early
Brazilian video artists to Vito Acconci, Joan Jonas, and Peter Campus, asserting that they are compatible with
Krauss’s theory of narcissism. Machado, “Video Art: The Brazilian Adventure,” Leonardo 29, no. 3 (1996): 226–27.
30
Giunta, “Iconographic Turn,” 30–31.
31
Geiger was one of the first Brazilian artists to work in video, as well as moving image self-portraiture.
32
“Chronology,” in Anna Bella Geiger: territórios, passagens, situaçoes, ed. Adolfo Montejo Navas, exh. cat.
(Rio de Janeiro: Casa da Palavra, 2007), 256–58. At the New School, Geiger studied with Hanna Levy Deinhard,
who was connected to Heinrich Wölfflin and Hannah Arendt, and who lectured on the “Sociology of Art,” which
influenced her “anthropological” approach in her later conceptual works of the 1970s. Geiger quoted in Sarah
Poppel, “All Creative Being: Interview with Anna Bella Geiger,” Artl@s Bulletin 3, iss. 2 (2014): 99.
33
Geiger quoted in Poppel, “All Creative Being: Interview with Anna Bella Geiger” (2014), 100.

224

Throughout her early art career in the 1960s, she worked almost exclusively in engraving, and
came to be known for her Visceral series (1965–69), abstract prints evoking organic and
mutilated bodies. (Fig. 4.7)
In the late 1960s, Geiger became increasingly politicized in response to the rise of the
dictatorship. Of her hardships at the time, Geiger explains: “The situation of the dictatorship
really complicated things. I had four children . . . and I lived in terror, preoccupied with the
problem of providing for the family.” 34 In 1969 she participated in the boycott of the 10th São
Paulo Biennial in protest of the dictatorship’s cultural repression.35 She initially attended
demonstrations, but after armed police raided her home and arrested her Marxist husband at
gunpoint, she became wary of overt forms of political protest.36 Geiger began to shift away from
the formal abstraction of her engravings toward a conceptual language of resistance in more
experimental media. She also focused on her pedagogical activities at MAM-RJ, where she
spoke surreptitiously with students about politics and developed non-traditional art classes.37
Geiger acknowledges the struggles she faced as a woman, a mother, and an experimental
artist, but—like most of the other artists in this dissertation—she does not identify her practice as
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“feminist,” and dismisses the idea that a feminist consciousness existed among Brazilian women
artists at the time.38 In her view, Brazilian women did not engage in the kind of feminism that
was then happening in the U.S. because they were too busy struggling against the dictatorship:
Feminism in Brazil, at that time in particular, was not the force it was elsewhere. . . . Our
minds were fully occupied by the horrors of the immediate political situation. To put it
simply, it was a luxury we could not afford.39
Geiger’s artwork and comments from the 1960s nonetheless indicate a concern with the status of
the “feminine,” albeit in a biological, essentialist, and unassuming way. Take, for example, a
1967 engraving titled Masculino-Feminino (Masculine-Feminine, Fig. 4.8), depicting a
bifurcated plane with two mirror images of what appear like abstracted torsos or hip sockets,
black on the left and pink on the right, which seems to interrogate the gender binary. Similarly,
in a 1966 interview, she comments on the “feminine” qualities of her organic abstractions:
Sometimes they say that my work is masculine, because it has strength. As if that were a
compliment. I laugh a lot when I hear this . . . because the view that one has of the
“feminine” is false: as if the feminine were maudlin. . . . That's not it. […] Only now is
the woman artist putting out the true feminine experience. […] [The organic tendency in
my work] rises from the work itself. Women have a profound life experience in relation
to organisms.40
This statement does not claim a feminist position, but reveals Geiger’s interest in a “feminine”
sensibility and iconography and her essentialist belief that it was related to the biological.41 In the
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same interview Geiger also asserts that Brazil has historically had more successful women artists
than other countries, which she suggests is because Brazilian middle-class women have not faced
as many challenges as their counterparts in the U.S. or Europe due to their reliance on domestic
servants.42 As discussed in Chapter One, this attitude exemplifies the contradictions and
ambivalences among the Brazilian Left toward racial inequality and the intersectionality of class
hierarchy. In a more recent interview Geiger acknowledges having sometimes felt excluded from
male artists’ groups—for instance when she and several other women artists were left out of the
first issue of the art magazine Malasartes (1976), despite having attended the organizational
meetings.43 Such examples demonstrate that women artists, like Geiger, were interested in issues
around gender, but they were apprehensive about identifying as “feminists” because they
believed the movement was a form of cultural imperialism and feared it would distract from the
broader struggle against the dictatorship (see Chapter One). They also underscore the
ambivalence of white middle-class Brazilian women, even among those on the Left, toward a
status quo which was predicated on the outsourcing of domestic work to poorer women and
women of color.44
In the end, it was the issues of cultural imperialism from the North, Brazil’s status as a
“third world” country, and its decline into authoritarianism, rather than specific women’s issues,
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that were foremost in Geiger’s mind in the late 1960s and early 70s, as she transitioned away
from engraving toward conceptual art and new media. After winning a travel prize in 1967, she
visited Paris, London, Venice, and New York, which led her to the conclusion that as a
“peripheral” country and art scene, Brazil was “irreparably isolated.”45 The dictatorship’s
repressions led to her questioning traditional art forms and the nature of art, its place in society,
and the role of the artist.
In 1973, Geiger turned her attention to the Brazilian art system and questions around
national identity, which she explored by experimenting with new media including Super-8,
photography, and audio-visuals (slide shows with sound). After MAC-USP Director Walter
Zanini invited her to produce new video works for an upcoming international survey of video art
at the ICA Philadelphia, she decided to address these themes in the new medium of video. Her
first videos dealt with these problems and related “questions in the system of art . . . in a country
like Brazil . . . that was in a very difficult period.”46 The results of this effort included
Declaração em retrato nº 1 (Statement in Portrait, no. 1, 1974), Passages (discussed in the
Introduction), and another work titled Centerminal, all of which she created expressly for the
ICA Video Art exhibition.47
A year later, Geiger made the companion piece to Declaração em retrato nº 1, titled
Declaração em retrato nº 2 (Statement in Portrait, no. 2, 1975). In both videos, she addresses
the camera directly to deliver monologues critiquing various aspects of the Brazilian art world
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and society. This chapter examines these works not only because they are among the earliest
examples of Brazilian moving image self-portraiture, but also because they exemplify the drive
among Brazilian women artists of the time to engage the personal as a political gesture. It is
significant that when tasked with creating a new artwork in a completely new medium for a
foreign audience, Geiger turned to moving image self-portraiture as a way to communicate an
oblique anti-dictatorship and anti-imperialist message.48 In their polemical content, Geiger’s
video “statements” function somewhat like manifestos, though the artist’s tone in both is gentler
than the typically more combative attitude of manifestos. She also delivers her messages in a
language that is more ambiguous than most manifestos, in order to protect herself from state
surveillance or retribution.
The first Declaração em retrato (Fig. 4.9) is an English-language declaration by the
artist in which she critiques both foreign cultural imperialism and the torpid state of the Brazilian
art scene (implying, but not saying directly, that it was constrained by the dictatorship). The
approximately seven-minute video opens with the artist standing against a white wall holding
and caressing a white cat.49 Because of the stark contrasts of light and dark in the low-quality
black-and-white Portapak video, Geiger’s figure casts a sharp shadow of her silhouette to her
left. There is ambient background noise including children playing in the distance, the clinking
of silverware, and other domestic sounds. She looks down at the kitty and rubs its back as it tilts
its head to the side. After stroking the cat in silence for a long period, she begins to speak to
someone off-screen, slightly to her right. She leans her head on the wall, while continually
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caressing the cat. While she speaks, she cradles it in her arms. It tries to escape, but she keeps it
in her hands. Her monologue opens with the following (in English):
I’m Latin American. I’m Brazilian. I would like to say something about people in the
system of art, especially in the United States and Europe. Sometimes they come to Brazil
and very often they say we know nothing about what’s going on and very frequently they
take the position of teaching us because this is very natural, they take the position of the
colonizer, the civilizer, and of course they always, with this position, despise us
culturally.50
Geiger lifts her head away from the wall on which she’s leaning. Her attitude is pondering,
relaxed, and conversational. The mood is reflective, gentle, intimate. The camerawork is also
casual; although the camera appears to be on a tripod, it occasionally wobbles. Geiger continues:
We also are historically conditioned to this, conditioned by rich countries to this
situation. But, are [we] really? And in this way I ask [if] we are responsible in this
situation too, aren’t we? We get this situation of being the colonized, they always come
to dictate ideas. We are even mimetic in some ways, we want to do things they are doing.
At this point, the cat begins meowing loudly. Geiger continues, speaking in a gentle and
casual manner, “But, I think things are changing. Changing—I mean things don’t change like
that. We are changing the situation.” After this statement, she takes a long pause while
continuing to pet the cat, as if reflecting on this last point. When she resumes, she continues to
speak in a subdued tone of voice: “When I say we are changing, it’s not so general, I mean even
Brazilians are changing. Some people want to change the situation, so when I say we, [I mean]
some people. In some way we screw up here.” After speaking, she caresses the cat and massages
its paws as it plays with her necklace. She stares at the camera in silence for a long duration
before it cuts to black.
Overall, Geiger’s assertions in Declaração nº 1 serve as a subtle condemnation of the
dismissive, imperialist attitudes of North Americans and Europeans toward Brazilian cultural
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production. She also suggests that Brazilian critics, in their obsequious obedience to foreign
standards of “good” taste, are culpable in this cultural imperialism.51 And she blames Brazilian
artists, whom she accuses of being all-to-eager to conform to foreign styles. However, she also
notes that there are some Brazilian artists who are trying to “change this situation” of the foreign
influence on Brazilian art.
After having seen Declaração nº 1 for the first time, Brazilian art historian Aracy Amaral
wrote a letter to ICA Philadelphia director Suzanne Delehanty echoing Geiger’s comments in the
video about Brazilian artists’ marginalized positions in relation to the cultural center, but also
calling attention to the fact that even Geiger’s video was a symptom of this problem:
. . . [I] especially admired [the videos] by Anna Bella. I then asked her since when these
works with video-tapes existed. She explained [she] had them made expressly because of
the possibility offered by the show you are organizing [Video Art]. I find this very
symptomatic of our reality. . . . As I told you, we don’t have domestic conditions, nor
market or equipment available for artists in video art. . . . Differently from colonial times
(when erudit [sic] information was manipulated according to local needs) . . . as you see,
we now produce art stimulated by foreign information . . . as traditionally we have always
done, and we produce it intending, directed to a foreign udience [sic]. Thus, the artist
stands between information from abroad and a show exhibited abroad. The problem for
me is sociological: who is this artist who is not speaking to his people? But I don’t want
to seem reactionary towards new experiences. I think [this artist] is also one of us and he
exemplifies very well a certain cultural and artistic atmosphere in Brasil [sic].52
While in Declaração nº 1, Geiger complains about the paternalism of cultural
imperialism, Amaral’s letter reveals her frustration that many Brazilian artists, like Geiger, were
forced to adopt international approaches to art and accept support from institutions outside the
country, because it resulted in them directing their messages to the exterior, rather than to
Brazilians. On one level, Geiger’s video subverts this arrangement, taking an invitation from
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abroad as an opportunity to deliver a radical message straight to the hegemonic center,
represented by the ICA and the three other U.S. contemporary art institutions where Video Art
travelled.53 By using English (rather than Portuguese), Geiger communicates her critique of
cultural imperialism directly to North Americans, and tells them that there are Brazilian artists
working to resist it.54 In a 2006 interview, Geiger explains that in the video she “wanted to talk
about [Brazilians’] peripheral position . . . [to speak] in a metaphorical way about some of us
who were trying to change the situation [of cultural imperialism].” 55 So, despite her soft
delivery, her message can actually be seen as quite strong.
Even so, she also admits to her U.S. spectators that Brazilian artists are, in her view,
complicit in their own subjugation, evident in their imitation of “foreign” trends (“we are even
mimetic in some ways, we want to do the things they are doing”), which she frames as an
obstacle to their liberation. Reiterating Amaral’s point about the need to dismantle the legacy of
colonialism on Brazilian cultural production and make art that is socially relevant to the
Brazilian context, Geiger expresses her opinion that artists must end cultural dependence for
themselves. However, because she delivers this message in English and circulated it in the U.S.,
it fell prey precisely to the predicament Amaral references in her letter: the Brazilian artist that
does “not [speak] to his people.”
In its articulation of the straddling of two art worlds—the local and the international—
Declaração nº 1 updates Ismael Nery’s 1927 Autorretrato (Fig. 4.1), in which the artist depicts
himself torn between Brazil and Paris, and gestures to the ways that Brazilian artists have always
53
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had to grapple with their position both inside and outside the country. It also shows how apt a
format self-portraiture can be for addressing Brazilian artists’ fraught relationships to the local
and international.
While the video’s set-up, a speech directed at the camera that functions as a cross
between a declaration and a testimony, may at first only seem like a gentle manifesto, I frame it
as a moving image self-portrait because it is also personal. Though the artist discusses society
and the art world, her self presentation and articulation of her opinions—her intimate and
seemingly spontaneous mode of speaking, relaxed physicality, and informal camerawork—give
the impression of a subjective statement. The text she delivers is idiosyncratic rather than
didactic, based on her personal feelings. While the work’s title describes it as both a declaration
(declaração) and a portrait (retrato), but not technically a self-portrait (auto-retrato), the artist is
both the subject and object of the gaze, making it a self-portrait, albeit an unconventional one
that is simultaneously oblique and literal. It is reminiscent of “the confessional,” a stylistic
device used in today’s reality television, in which a cast member, isolated from the group, speaks
directly to the camera to provide commentary, bestowing the narrative a sense of heightened
intimacy and emotion. Like Tarsila do Amaral’s 1923 Autorretrato (manteau-rouge) (Fig. 4.3),
Geiger was strategic about how she deployed her own image, using self-portraiture to garner
agency over her own self-representation as a woman, especially in light of her representation for
foreign audiences. But unlike the still image, the medium of video enabled Geiger to speak and
articulate a specific message. Even so, her language is very indirect, a necessary tactic for
communicating a critique while obscuring it from state surveillance.
Though Geiger’s video never makes any overt statements about gender, her performance
exudes “feminine” affect. Prior to making the video, she had spoken about her own associations
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of eroticism with organicism and the “feminine” principle.56 The incessant and seductive purring
and her petting of the cat suggest a similar sense of gendered eroticism.57 The overall affect of
her speaking and presentation style is one of relaxed sensuality, which the medium of video
amplifies. It captures the slow temporality of her pace, her caressing of the cat, the sounds of the
its purring, and the ephemerality of the natural light, all colluding to evoke a “feminine” take on
the traditionally masculine genre of the “manifesto.”58
Geiger also honed a gendered critique of Brazilian society the following year in
Declaração em retrato nº 2 (1975, Fig. 4.10), in which she voices a complaint about the
Brazilian art system that obliquely critiques the dictatorship.59 In this eleven-minute, black-andwhite video, the artist is again framed from the torso up, performing a speech, this time delivered
in Portuguese.60 She stands on a beach (the small Praia Vermelho, located at the base of the Pão
de Açucar in Rio), with only sand and sea visible behind her. She wears a light button-down shirt
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exh. cat. (São Paulo: Galeria Arte Global, 1976), n.p.
60
Declaração em retrato nº 2 credits – Direction/Performer: Anna Bella Geiger, Camera: Tom Azulay. My
analysis of the video are from notes taken on viewing it at Henrique Faria Fine Art, New York in April 2013.
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with her long hair down. She stares directly at the camera, while the waves roll in the distance.
Eventually, she begins addressing the camera in a natural, relaxed manner, delivering a
meandering text that seems impromptu (though she may have prepared it in advance) and
touches on a broad range of issues including culture, society, mass media, and art. She opens by
discussing mass culture, saying (in Portuguese):
“Culture,” in the Larousse dictionary, means the ensemble of knowledge which permits
our spirit to develop its own judgment. Another dictionary says that culture is the tidying
and refinement of taste acquired during an aesthetic and intellectual exercise. Is this
contingent on dissociating from social problems in our practice? The majority of people
behave like spectators, behave passively, and then culture means power.61
Geiger looks to her side, staring into the distance to think. As she speaks, she gestures with her
hands, conveying a conversational mood. The crashing waves provide an incessant background
sound as the camera occasionally zooms in and out. She continues:
I think mass culture also has to do with the fact that you just have to consume products
and this is numbing, and nobody reacts to it. Everybody does appreciate it; everybody
loves it. In this case, it is suitable to know whether this means alienation or universality,
because it is disguised as some kind of universality. But, in fact, it only has to do with
technical problems. Well, it is the following: Culture does not exist separately, or with
our needs of apprenticeship.
Lastly, she concludes her statement by addressing the meaning of art:
What does “Art” mean for you? And would you continue a conversation by saying that?
But how can we talk and compare it with your concept of art? Then I would let it go for
hours or days, so that we could dialogue, to understand, or to be able to learn something
else about our world. Not simply to consume an already existing body of knowledge.
That is the other side of the anthropophagic, or at least the other aspect of it. An
implosion and explosion must be developed consciously. I think that this is the condition
of our Western Culture.
After Geiger delivers her monologue, the video cuts to another still shot of the artist with her
back toward the viewer, facing a blank wall. A scrolling handwritten English text follows,
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I was unable to fully transcribe Geiger’s monologue in Portuguese when I viewed this video in 2013, and so
the quotes I use in this section come from the awkwardly-translated English subtitles provided in the video, which I
have corrected slightly for clarity.
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reiterating some of the points from her spoken monologue: “Culture doesn’t exist apart from
talking together. What is Art? Or: I have this concept of art, how does my concept match yours?
This is the other side of the Anthropophagic! This is the Western.”
Overall, while Geiger’s speech in Declaração nº 2 may seem quite cryptic, like
Declaração nº 1, it critiques the conditions of the dictatorship in a roundabout manner.
Explaining her tendency toward obtuse language as a form of subterfuge for her dissent, Geiger
has said, “[the video] is a political statement . . . [but] I don’t say, ‘exclusively about [the]
dictatorship’ . . . Surprisingly, it wasn’t censored.”62 Despite her text’s meandering vagueness,
circularity, and occasional contradiction, it references current issues, and asks how Brazilians
can maintain a self-determined cultural spirit when faced with “social problems” (i.e. the
repression of free speech and liberty). In a recent interview, she has described the frustrating
complacency among many Brazilians that she observed at the time due to the improved economy
during the Brazilian “Miracle” (1968–73): “Nobody cared about cultural matters. The middle
classes, with their bad taste and lack of knowledge in art, were very happy with the status quo
that came out of the coup.”63 In Declaração nº 2, she implies that if most members of Brazilian
society behave like passive spectators, then those who create and produce culture, such as the
Brazilian mass media, but also potentially members of the art world, actually hold a great deal of
power, and should use their art to critique socio-political conditions.
Geiger also criticizes consumerism (“. . . the fact that you just have to consume products
. . . is numbing”), which considering her Leftist background, she likely viewed as part and parcel
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of U.S. complicity with the regime and economic interventionism in Brazilian affairs.64 The
military regime worked closely with Brazil's largest media conglomerate, Globo, monitoring and
modifying television programming through censorship and propaganda. By taking control of all
aspects of the video’s production and speaking directly to her audience, Geiger undermines
television’s monopoly on communicating messages to the people and thus maintaining the status
quo.65 The monologue suggests that while all Brazilians may share in their love of the same
television programming (like telenovelas), which may lead to a sense of “universality,” in reality
this stupefying distraction only works to reaffirm everyone’s alienation from one another,
allowing the regime’s grip on them to tighten.
Geiger’s statement concludes by addressing the meaning of art within this context. She
encourages viewers to resist the consumption of prepackaged cultural production by instead
seeking out innovative forms of art production (perhaps referencing the kinds of experimental or
new media art that she was exploring herself). This is where the “anthropophagic” surfaces as a
reference to some of her artist colleagues at the time, whom she accuses of striving to participate
in the foreign art market by “selling out” their own culture.66 In a 1977 interview, she suggests
that unlike the modernist model of antropofagia, in which artists created new styles that were
modern but also relevant to the local culture, her contemporaries were merely regurgitating
foreign trends without thinking about how to make them relevant to the Brazilian context.67 In
the video, she urges them (and other cultural producers) to completely annihilate conformist
approaches to art, and create instead art that addresses the urgencies of the local condition.
64
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In both Declaração nº 1 and Declaração nº 2, Geiger makes art world critiques that
also address the underlying larger problem of the dictatorship, using ambiguous language to
avoid state surveillance, censorship, and punishment. Unlike Declaração nº 1, which used
English as a mode of obfuscation, Declaração nº 2 was in Portuguese, and directly addressed
Brazilian audiences, and as such required an even more oblique text to obscure its deeper
message. Geiger later explained that because of the pervasive fear wrought by the regime, as
well as the artistic isolation brought about by the São Paulo Biennial boycott (1969–81), “the
political moment had brought a desertion in the arts.”68 This sense of isolation can also be seen in
Rubens Gerchman’s 1965 painting, Carteira de identidade (auto polegar direito) (Fig. 4.4), but
in Declaração nº 1 and nº 2, Geiger uses language rather than visual symbols to articulate this
alienation in specific terms that identify its root causes.69
Both Declaração nº 1 and Declaração nº 2 demonstrate Geiger’s gendered position by
alluding to “feminine” sensibilities and subjective experiences. In addition to her “feminine”
affect in Declaração nº 1, the sounds of the undulating waves and the beach breezes gently
blowing her hair in Declaração nº 2 also evoke an organic, “feminine” energy.70 Furthermore,
the imaging of Geiger’s body against the backdrop of the beach in Declaração nº 2 also conjures
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Geiger interview with Dupruis (2005) Terremoto. She even concedes that by boycotting the Biennial, local
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interview with the author, July 14, 2016, Rio de Janeiro.
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the intertwining of her gendered subjectivity with her sense of Brasilidade (Brazilian identity).71
As visual theorist Martha Gever stresses in an essay on feminist video art of the 1970s, the mere
act of a female performer presenting herself “as speaker and spectacle” was radical, in that it
directly confronted and countered representations of the “mute compliant female body” so
common in conventional Western art historical and mass media imagery.72 Geiger had traditional
portraiture of women in mind in making Declaração nº 1 and nº 2, specifically Leonardo’s Mona
Lisa:
I was [at] this time in the mood that I needed video to declare those things, and to be in
the field of art because I’m not going to declare those things in the newspaper. In this
video, I work in this way that I make, like a quotation [of] some unconscious idea that I
am like a Mona Lisa image of a woman.73
A text on the work for a later exhibition sums it up more succinctly: “[Her] statement is
bracketed by long silences intended to contrast the stillness of a woman’s portrait (traditional
Mona Lisa type image) and her political statement.”74 The medium of video is thus central to her
critique, in that she exploits its capacity to capture her slow place in order to emphasize the
meandering quality of the text and her long silences. She marshals this long-duration as a critical
position, contrasting it with a painted portrait’s mute stillness.75 By referencing the most famous
portrait of a silent woman, the Mona Lisa, she alludes to the dismantling of traditional art
historical representations of women. She contrasts this image, embedded in the Western cultural
71
Geiger claims that the beach was not about her “identity” as a Carioca artist. Geiger, interview with the
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imaginary, with a new image: the image of herself moving and speaking, an expression of
personal agency.
Geiger’s use of moving image self-portraiture to contest passive representations of
women in traditional art parallels several mail art self-portrait projects by the U.S. feminist artist,
Mary Dritschel (1930–2018). Based in São Paulo from 1978 to 1986, Dritschel’s contributions to
the development of feminist art in Brazil, both as an artist and curator, remain almost completely
unexamined.76 Born in New York, she completed an MFA in studio art in 1976 at North Texas
State University while raising her three sons. She moved with her husband to São Paulo in
1978.77 There, she taught art at USP, and quickly became established in the Brazilian art scene.78
She became well known in Brazil as a feminist artist working in a range of media and
confronting themes related to the body.79 Though I do not know if Geiger was aware of
Dritschel’s work or vice versa, both artists showed in prominent São Paulo institutions, including
MAC-USP. 80 After exhibiting across Brazil, Dritschel returned to the U.S. in 1986, living in
Chicago for many years, until her death in New Jersey in 2018.
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During her time in Brazil, Dritschel began experimenting with mail art, producing a selfportrait project in 1980 titled The Birth of Art Strip (Fig. 4.11) that dealt with representations of
women in art history. Like Geiger, who professed years later that she had been thinking about the
Mona Lisa in Declaração nº 1 and nº 2, Dritschel also invokes the famous painting to critique
traditional representations of women as passive and mute.81 Disseminated in the mail as a folded
poster, the work comprises six black-and-white photographs of the artist standing nude and
facing the camera. In the first three photographs, she places a black veil over the figure’s head
that slowly lifts up, though she never reveals its face. In the fourth image (at bottom left), she
covers the figure’s face with a black-and-white mask of the Mona Lisa; in the fifth (at bottom
center), the transparent veil covers the mask so that it is slightly visible; and in the last image (at
bottom right), the veil tightly wraps the figure’s head. A scrolling text in a white Helvetica
typeface on black bands lining the photographs bears the repeated phrase: “The Birth of Art
Strip.” These words imply that the origin of art history is bound up with images that objectify the
female body and obscure women’s identities. Like the Mona Lisa’s mysterious smile, such
images “mask” women’s actual and much more complex identities beneath the surface.
Dritschel’s work echoes Geiger’s critique in Declaração nº 1 and nº 2 of traditional
representations of women as mute, passive, and compliant. However, while Dritschel only
highlights the problem, Geiger produces an oppositional subjectivity, mobilized by her gaze at
the camera and her critical speech.
Dritschel does not address Brazilian culture in The Birth of Art Strip, but she does deal
with it in another mail art self-portrait from 1979 titled Brasil Cut-Up (Fig. 4.12), which like
Geiger’s videos, examines nation and gender as well as the cultural encounter between the U.S.
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and Brazil. If Geiger speaks in her videos from the position of being a Brazilian woman, then
Dritschel examines her gendered experience as a foreigner in Brazil.82 Brasil Cut-Up comprises a
series of six half-page paper sheets depicting a black-and-white Xeroxed image of a cut-up
collage of the artist’s body, like a paper doll, in typical beach-garb—a sun hat, a bikini, and flipflops—with a type-written English-language text surrounding each image. Each “paper doll”
figure is slightly different, but as in The Birth of Art Strip, its face (that of the artist) is always
obscured, a probable reference to the ways in which patriarchal representations of women
conceal their individual identities and objectify their bodies. In the first image, a large eye
obscures the figure’s face, and the bikini top over her breasts re-appears upside down over her
thighs like a garter belt; the surrounding text relates her experience of being the object of the
male gaze on the streets of São Paulo.83 In the second image, coffee beans cover the silhouette of
the sun hat that masks the figure’s face, paired with a text that reads: “Pinga & Coffee, Two
National Drinks Consumed in Great Quantities . . . .”84 In the fourth image, the sun hat silhouette
and the figure’s hips are overlaid with a cut-out depicting bananas (“Bananas: The National Fruit
of 4 Different Varieties . . . .”)85 In the final image, a plastic Kewpie doll head with pigtails is
collaged over the artist’s face, and a papaya over her hips (“Lucky For Me I’m Not a Real Paper
Doll.”)86
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Like Geiger’s Declaração nº 1 and nº 2, Dritschel’s Brasil Cut-Up combines selfportraiture and language to articulate opposition to the Brazilian socio-cultural context. Both
artists also take their personal experiences and interior subjectivities and share them in public
forums through relatively new media and art circuits—in Geiger’s case, videos shown in the U.S.
and Brazil, and in Dritschel’s case, mail art circulated in the U.S. However, Dritschel’s explicit
feminism, barbed messaging, punk graphic design, and sardonic tone make it seem tougher. As
an American citizen working in Brazil during the safer final years of the dictatorship, Dritschel
could afford a more militant approach, while as a Brazilian working during the harsher period of
the mid-1970s, Geiger had to adopt a subtler and more covert form of expression.
Though Geiger’s mode of address may not at first appear as direct as Dritschel’s, she
marshals the confrontational power of her oppositional gaze to insert her subjectivity into the
public sphere as a form of resistance of several socio-political hegemonies: the art system,
cultural imperialism, and the dictatorship, revealing them all as paternalistic.87 In Brasil Cut-Up,
Dritschel obscures her own face, denying herself the ability to symbolically “look back” at the
spectator at all. As such, she purposefully emphasizes the objectification of her body in order to
sarcastically illustrate her feminist critique. By contrast, Geiger’s direct address to the camera
resists the colonizing and heterosexist male gaze altogether.
Ultimately, both artists were able to transform their self-portraits into forms of public
speech that helped foment what has been termed “counter-public spheres.” Feminist theorists
developed this concept to contest Jürgen Habermas’s theory of the public sphere as a neutral and
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unified public space in which rational political debate among impartial citizens could occur,
leading to democratic consensus about the common good.88 Feminist, queer, and other subaltern
theorists have since widely critiqued this idea of the public sphere, effectively illustrating how
the “impartial subject” Habermas conjured was a Eurocentric and patriarchal construction rooted
in Enlightenment ideals that excluded difference and alterity of race, gender, class, and sexual
orientation.89 As art historian Rosalyn Deutsche has pointed out, it is inaccurate to “equate public
space with consensus, coherence, and universality,” while “relegate[ing] pluralism, division, and
difference to the realm of the private.”90 Deutsche and other feminists came to stress the
antagonistic and agonistic nature of the public sphere.91
As a corrective to Habermas, feminists and queer theorists proposed “counter-public
spheres,” described by feminist political scientist Nancy Fraser as plural spaces where
subordinated social groups (like women, but also other subaltern groups) can produce counterdiscourses in which they express their own identities, needs, and interests in opposition to the
hegemonic public sphere of the dominant group and ideologies.92 Queer theorist José Esteban
Muñoz also invoked the idea of “counter-publics” in his examination of the ways that the
cultural production of queers of color can foster “relational chains of resistance that contest the
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dominant public sphere.”93 According to Muñoz, through the creation of cultural forms that
“disidentify” with the normative scripts of whiteness, heteronormativity, and misogyny,
subaltern groups (including Latinx queers, but also women) are able to generate new counterpublics.94 Counter-public spheres are oppositional public spheres that result from the negotiation
between private experience and public life.
Of course, this negotiation was a hallmark of second-wave feminists, summed up in the
slogan, “the personal is political.”95 Though there was no Portuguese equivalent in Brazil,
Brazilian feminists were familiar with the English phrase, and a similar Spanish slogan emerged
later in Chile: “Democracia en el país, en la casa, y en la cama” (Democracy in the country, in
the house, and in the bed).96 In Latin America, as elsewhere, the desire to dissolve the dichotomy
of public and private can be seen in much art. The connection between the internal and the
external spheres in Geiger’s work exemplifies Curator Catherine de Zegher’s observation that a
common factor in the work of Brazilian women artists of the 1960s and 70s was the exploration
of the relationality between interiority and exteriority as broadly construed, including in the
bodily and spatial realms.97
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Curator Adolfo Montejo Navas has described the tension between interior and exterior in
Geiger’s work as resulting in what he describes as its “interior exteriority.”98 This is evident in
the two Declaração videos in the physical spaces Geiger inhabits and in her modes of address. A
feature on Geiger in the Jornal do Brasil in 1982 underscores the connections between her public
role as an artist and her private roles as a Jewish mother and a wife. The article includes a
photograph (Fig. 4.13) of the artist inside her home, facing the camera and holding a white cat, in
much the same pose as in Declaração nº 1. The text underscores the connections between her
multiple identities, symbolized in part by her pet cats: “[T]here is the naturalness of seeing an
endless group of everyday cats roam the house . . . [It] appears as the paradigm of a Jewish
home, in the sense that everything has the destiny to be transformed into something
intelligent.”99 The effect of the housecat, is thus to discipline her identity as a woman artist,
situating her squarely within the appropriate domestic space where she supposedly belongs. It is
this space, the intimate and “feminized” private space of the home (albeit stripped of plants and
furnishings), that the artist also occupies in Declaração nº 1.100
In contrast, Declaração nº 2 takes place on the beach—a type of ubiquitous public space
in Rio de Janeiro—signaling Geiger’s occupation of outdoor space and her inscription of her
gendered subjectivity within it.101 Unlike Dritschel, she does not wear a bikini to invoke female
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objectification, but rather harnesses the “feminine” ambience of the seaside’s natural
environment. At the end of the video, she depicts herself back inside, facing a wall, possibly in
her home. While turning her back to the viewer may denote a frustrated return to the interior
sphere and the impossibility of free speech or change, it could equally illustrate another mode of
resistance that bell hooks positions as a corollary to the direct looking of the oppositional gaze:
“turning away [as] one way to protest, to reject negation.”102 While the spatial orientation of the
two videos moves from private to public, the audiences Geiger addresses in each operate on an
inverse logic: in the first, she mainly addresses a foreign (exterior) audience in English, but in the
second video, she speaks to a local (interior) audience in Portuguese.
In weaving in and out of internal and external space and private and public modes of
address, Geiger inscribes her opinions within embodied subjectivity—what de Zegher describes
as the “(feminine) space of the radical”—and presents them within the exterior zone of public
and political discourse.103 She also infuses intellectual discourse—historically coded as rational
and male—with a sensual intimacy and female subjectivity, recalling the feminist writing
strategies of French écriture feminine.104 By juxtaposing text and her gendered body, she inserts
her personal opinions and internalized feelings into public spaces and discourses.
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Regina Vater, Advice from a Caterpillar (1976)
About a year after Geiger made her Declaração videos, Regina Vater also turned to
moving image self-portraiture to explore women’s oppositional subjectivity and the public
sphere. The resulting work is a two-channel film installation titled Advice from a Caterpillar
(1976) that addresses the anxieties of being the object of both the (male) gaze in public space and
the paternalistic gaze of authoritarian surveillance. However, unlike Geiger, who disavowed an
overtly feminist stance and who deployed a unidirectional gaze of opposition in her videos, Vater
created spectatorial relationships in her film installation as part of a feminist strategy.
Vater’s interest in female objectification was apparent from early on in her career.
Several of her Novo Figuração paintings of the 1960s reveal an early engagement with
spectatorship and representations of the female body. Take for instance the watercolors Figuras
em azul e vermelho (Figures in blue and red, 1963, Fig. 4.14) and Em azul (In Blue, 1966, Fig.
4.15), two expressive line drawings shrouded in pastel washes depicting women’s abstracted
nude bodies and internal organs surrounded by male heads and faces “looking” at them, alluding
perhaps to women’s lived experience in conflict with its public dimension. A series of exhibition
reviews of these works underscores these themes as well as Vater’s proto-feminist leanings,
albeit in ways that do not fully grasp the stakes of her work.105 For instance, a review of her 1966
one-woman show at Piccola Galleria (Rio de Janeiro) proclaims that “Regina paints woman as
seen by man,”106 anticipating what today we term “the male gaze” and its objectification of
women, and another review of the same show asserts that Vater “affirms the independence of her
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As discussed in Chapter Three, Vater later labeled herself a “soft feminist” (feminista suave) in those years. Vater,
email to Talita Trizoli, September 25, 2009, in Trizoli, “Trajetórias de Regina Vater: Por uma crítica feminista da arte
brasileira,” (Master’s Thesis, University of São Paulo, 2011), 143.
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“Regina pinta a mulher como é vista pelo homem,” Correio de Manhã (Rio de Janeiro), August 14, 1966.
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sex,”107 positioning her as a modern, liberated woman. In article from the period, Vater is quoted
as saying that the paintings reflect on:
. . . the position of the woman inserted in our civilization, the pressures to which she is
subjected, her relationship with man, her search for authenticity, and the criticism of the
standards and restrictions with which she is judged . . . . I believe that my position is that
of witness, but there is an element of revolt, of criticism . . . . The woman who is
portrayed is seen from the masculine prism which tends to deform her into a mere object
of pleasure, mutilating her by denying the essential aspects of her personality. It is the
criticism of this concept that marginalizes the woman as a human being endowed with
intellectuality and affectivity. It is the affirmation of a fullness, of [women’s] right to the
human dimension.108
In short, these paintings suggest the radical notion that women are people with complex
identities, desires, fears, and hopes, rather than merely sex objects to be ogled as they saunter
down the street (as evoked in the classic 1964 bossa nova hit “The Girl from Ipanema,” where
Vater was living at the time).109
After having transitioned to conceptual art, video, and film in the 1970s, Vater returned
again to these themes in Advice from a Caterpillar (1976), a film installation comprising two
approximately twelve-minute Super-8 films.110 She created the films after she had returned to
Brazil in 1976 from her time in New York, Paris, Buenos Aires, and other Latin American
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countries, but she did not show it until 1977.111 While the installation photographs of the work
from the artist’s archive seem to indicate that the films were projected side-by-side (Fig. 4.16), I
have determined that this is likely an inaccurate portrayal.112 A layout illustration (Fig. 4.17) in
the exhibition pamphlet for its first presentation in 1977 at CAyC confirms that it was a blackbox type installation with two films projected on opposite, facing walls.113 The first film
documents images of the artist inside her home over a period of many months, while the second
presents close-ups of the eyes of various people, including men and women. It is notable that for
her first attempt experimenting with the relatively new media of performance-for-camera and
film installation, Vater decided to work in self-portraiture. Using herself as a model was both
economic and practical for experimentation. It also enabled her to contend directly with
masculinist art historical canons and traditional representations of women, demonstrating how
these new and non-traditional art forms enabled women artists of the period to turn inward, to
explore the self, and to critique sexist tropes structurally embedded in traditional media like
painting and sculpture as well as in television and movies.114
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Vater presented Advice from a Caterpillar in limited, but varied international
experimental art and film circuits. As mentioned above, she first presented it at CAyC in Buenos
Aires for her second solo show there in September 1977. She had intended to display it at the
14th São Paulo Biennial (October to November 1977), but in the end, she could not include it
due to a last-minute technical glitch, which resulted in her creation of a protest installation in the
empty gallery, denouncing the organizers (Fig. 4.18).115 Vater showed it a year later in New
York at C-Space (a nonprofit alternative art space located in TriBeCa that no longer exists) in
March 1978, at the Ann Arbor Film Festival in March 1981 (where it won an honorable
mention), and at the Center for Inter-American Relations (known today as Americas Society) in
New York, where it was included in the First International Performance Cycle from April to
May 1982.116 Since then, she has only showed it one other time, at Oi Futuro, Flamengo in Rio
de Janeiro in 2012.117 Because of its limited number of presentations, I have not seen the
installation in situ. My analyses in what follows are based on visual and textual evidence in the
exhibition booklet of its first installation at CAyC, viewing the two films separately, and
descriptions of the work by the artist and others.
The first film (Fig. 4.19) depicts a series of close-ups of the artist’s own face, each one
lasting ten to twenty seconds, which she filmed herself over the course of six months. In each
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clip, she poses naturally in her home at different times of day and with different lighting, while
staring at the camera. Describing her process, Vater explains:
For half a year I left my Super-8 camera mounted on a tripod in a place where there was
good natural light and the night had good lighting. And all the time I remembered the
camera I would run . . . in front of it and shoot myself, trying to capture my face as
spontaneously as possible. So I did not settle, did not comb my hair and did not change
my clothes. I would sometimes shoot myself when I woke up, or came from the shower,
or [when I was] tired, coming in from the street or after exercising, or [when I was]
happy with something, or after some bad news, and so on. My premise was to try to get
the camera to surprise me without touch-ups, makeup or ulterior motives.118
In each shot, Vater has different clothes, hair styles, and facial expressions, including
smiling, sticking out her tongue, waving, laughing, smoking, frowning, and crying. She describes
these various shots of herself as autobiographical “self-portraits.”119 The film opens with several
darkly-lit close-ups of her face, shot from different angles, including her glancing furtively at the
camera, smiling, smoking, and speaking to someone (though we don’t hear her words).
Following these are another series of shots in which she directly faces the camera and is framed
from the neck up with brighter natural lighting. Sometimes we see some of her furniture and
posters on the wall behind her, and sometimes she is seen from a closer angle, such that the white
wall appears empty. At the end, we see darker and blurry close-ups of her face from a lower
angle, as she lies in bed languidly smoking a cigarette. Vater’s lazy right eye (caused by a
condition called amblyopia), prominently featured in the close-ups, bolsters the film’s relaxed
sense of imperfection and informality.
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Vater capitalizes on the formal elements of Super-8 to underscore a moody sense of
intimacy, subjectivity, and interiority. Because the Super-8 camera was domestic and portable, it
was a particularly useful cinematic medium for filming “home movies” and for conveying a
sense of privacy and familiarity.120 The natural light and the low-grade Super-8 film stock results
in a warmer palette (pinks and yellows), and a more washed out and grainy image than a highergrade film stock, making the shots feel more subjective, diaristic, and ephemeral.121
In the editing of the final film, Vater intersperses these clips of her face with other still
shots depicting close-ups of her own personal agenda, containing pages, pre-printed dates, and
hours (Fig. 4.20). Her hand-scrawled notes, phone numbers, addresses, and crossed-out
appointments appear on these sheets of paper in black ink underscoring the diaristic quality of
her daily shots of her face. Overlaying these notes are typewritten phrases and lines (in English)
from Lewis Carroll’s Alice in Wonderland, including: “Who are You?,” “I hardly know,” and “I
think I must have changed several times since then because I’m not myself.” These lines come
from a dialogue between Alice and the Caterpillar in a chapter of the book that gives the video its
title, “Advice from a Caterpillar.”122
A soundtrack of the artist’s voice reading the same Alice in Wonderland texts in
Portuguese accompany these images, such that the visuals serve as a translation of the audio, and
vice versa. As Vater reads the dialogue aloud, she changes her voice so that it is high-pitched for
Alice’s lines, and low for the Caterpillar’s. In addition to Vater’s voice, the audio track includes
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the sounds of an incessantly ticking clock, an obvious signifier of passing time.123 Like a
metronome, it creates a distinct temporal rhythm that anchors the audio backdrop. It also adds a
sense of unnerving anxiety. Evocative of a ticking time bomb, it lends a foreboding sense that
something unsettling could occur at any moment. Time is thus construed as a regulatory
mechanism that, like the pages of a calendar, orders and disciplines our intimate moments and
interior rhythms.
The second film (sometimes referred to as Flama, or Flame, Fig. 4.21) depicts a
succession of extreme close-ups of the eyes of a variety of people of various ages, races, and
genders, strangers and friends (including Lygia Clark), each shot lasting twenty to thirty
seconds.124 All of these shots include the person’s eyes and nose (or some portion of the nose
bridge). According to Vater, these collected eyes portray “the observer.”125 The first twelve faces
appear to be those of men, including a middle-aged, brown-eyed man staring intensely at the
camera: a squinting young man bathed in sunlight, a dark-skinned man completely obscured by
shadow except for the sparkling white glisten of his eye as he smiles, an indigenous man with a
guileless straightforward gaze, an elderly man with a broad nose and a furrowed brow wearing
tinted glasses, and a wide-eyed young boy with deep eyelid folds, an upturned nose, and long
dark bangs almost covering his eyes. The thirteenth face appears to be the first woman: her
tweezed black eyebrows slightly slant upward and her lashes flick as she blinks. Following this
image is a variety of haphazardly alternating shots of young and old, male and female faces, with
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varying skin tones and eye colors, in changing light and shadow. In total, the film displays over
fifty faces. The hand-held camera shakes, while the warm hues and textured striations of Super-8
add to the visceral quality of the images and to the viewer’s sense of physical proximity to them.
Together, Vater intended the first film (depicting herself) and the second film (depicting
people’s eyes) to function in synchronization, such that the eyes on the second screen appear to
be watching Vater on the first, and vice versa.126 For example, in the opening shots of the first
film, Vater appears carefree, while male eyes on the other screen seem to lewdly gawk at her. At
another moment, her face appears to be gazing directly into the eyes of the person in the second
film, who in turn seems to scrutinize her from across the gallery. In some cases, she even seems
to laugh at the other eyes or stare them down, underscoring the impression that she has agency in
this situation. The ambulatory viewer forms a third set of eyes. The spectator not only watches
both films, but watches them watching each other, and does so for a substantial duration. This
prolonged temporality paired with the multiple gazes and soundtrack enable Vater to produce
self-portraiture in a novel way. The agency she evinces through her oppositional gaze (by
“looking back” not just at the spectator, but the “observer” of the second film) and the
installation’s dynamic engagement with movement, time, and space not only counter traditional
representations of the passive female figure, but also expand self-portraiture more broadly by
thematizing and visualizing multiple spectatorial relationships in a concrete way.
In this grappling with “the gaze,” Advice epitomizes the film genre of “Women’s
Cinema,” which has its theoretical roots in the 1970s writings of feminist film theorists like
Laura Mulvey and Claire Johnston. Positing the concept of the “male gaze,” they interpreted
classic narrative cinema through Lacanian psychoanalytic theory, describing it in terms of
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“scopophilia,” “voyeurism,” “fetishism,” and “narcissism.”127 They proposed the idea of a
feminist counter-cinema—Women’s Cinema—which would counteract the male gaze through
“authorial self-inscription.”128 It would also represent women’s subjectivities and identities as
relational, mutable, and plural, all tactics Vater uses in Advice.129 Vater describes her
performative process in Advice as “investigating the plurality of being.”130 By presenting
multiple versions of herself in Advice, she presents a quotidian self-portrait in which her image
refuses to be fixed or contained. Vater’s unconventional representation of a woman as complex
and multiple, rather than static and essentialized, anticipates feminist film theorist Teresa de
Lauretis’s contention that Women’s Cinema should not merely disrupt “man-centered vision,”
but rather should “construct other objects and subjects of vision.”131
In Advice, Vater’s alternative subject of vision is her own plurality of being. In fact, she
chose Alice in Wonderland as a literary reference because the dialogue between Alice and the
Caterpillar (who is soon to transform into a butterfly) addresses precisely the theme of
becoming.132 According to Vater, Advice represents the artist “confronting her inner self, and
[her] continuous changes, both as an individual and as a woman over a duration of time.”133 In
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other words, it deals with the mutability of women’s identities and the artist’s subjective
perceptions of her changing self. As such, the film’s modes of representation are also highly
gendered. In the first film, the soft interior lighting and the intimate mood, reinforced by the
warm, grainy Super-8 film stock, communicate relaxed “femininity.” Vater seems unconcerned
with concealing her physical idiosyncrasies and imperfections—her amblyopic eye, unkempt
hair, lack of make-up, and sometimes “unpleasant” facial expressions (like frowning or
grimacing)—underscoring a kind of subjectivity that refuses essentialized representations of
“appropriate” or “proper” femininity. Vater’s willingness to mine her own vulnerable exposure
to the public gaze as fodder for her work exemplifies a strand of self-portraiture in which women
present representations of themselves that counter stereotypes, ideals, and normative beauty
standards.
An earlier self-portrait project by Vater, Tina America (1976, Fig. 4.22), that directly
preceded Advice, presaged these non-essentialized representations of women’s “plural” identity
in the latter film, but in the medium of photography. The work comprises a series of thumb-sized
black-and-white portraits of the artist dressed in different costumes, performing the roles of
different middle-class Latin American female stereotypes.134 It was made after Vater returned to
São Paulo from her travels abroad in the mid-1970s, during which she had begun to reflect on
her identity as a woman and as a “Latin American,” the latter being an identity category she had
never assumed before leaving Brazil, but had been forced to confront in her interactions with
people and cultures across the Americas. In the U.S., Anglo-Americans labeled her “Hispanic,”
134
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and she felt a sense of camaraderie with other Latin American immigrants, though she had never
seen herself as “Latin” in Brazil. She also observed women’s roles in the other South American
countries she visited, including Peru, Bolivia, and Argentina, and noticed many shared cultural
characteristics with Brazil.135
In Tina America, Vater takes aim at certain types of middle-class women she repeatedly
encountered on her travels, which she believed were conformist in their attitudes and
lifestyles.136 The work was accomplished with the help of a photographer friend, Maria da Graça
Lopes Rodrigues, within her own home and in the span of one afternoon.137 Vater dressed up in
different outfits, with various hairstyles and make-up, to create a variety of stereotypical female
personas—including a dowdy nerd wearing a thick pair of glasses, a black turtle neck, and a
stern expression, a blithe youth bearing a bandana and a carefree air, and a demure lady, wearing
a wavy-lined blouse with her hair pulled up into a loose bun—all of whom the artist saw sharing
an orientation toward the ultimate goal of achieving a “suitable” marriage.138 The black-andwhite photos, framing her head frontally from the shoulders up, reveal a range of looks and
expressions. Vater initially displayed them (one per page) in a wedding photo album (Fig.
4.23).139 Each photograph appears small on its page, symmetrically centered and floating in a
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field of white, invoking a sense of isolation and alienation. It is only through a viewer’s physical
handling of the book and flipping of its pages, that the cumulative effect of the different female
types, and their shared limitations, becomes apparent.
Tina America can be seen as Vater’s first endeavor to work through women’s “plural”
selves and multiple identities, themes she returned to in Advice.140 It also shows her earlier
interest in self-portraiture as a way to challenge the conservative social expectations of women in
Brazilian society (during the dictatorship and more broadly). But if Tina America ironically
mimics stereotyped roles as a form of critique, Advice actively undermines these roles by
contesting fixed identity altogether through the presentation of multiple “authentic” selves. The
shift is from performing others’ identities, to revealing various versions of her own “true” self.
This is also a passage from groomed exterior appearances to a “natural” expression of interior
states. In Advice she lets the “mask” fall away, and in so doing challenges the ways women
perform and discipline their identities for public surveillance.141
Despite its correspondences with Women’s Cinema, as a film installation Advice does not
completely conform to the cinematic genre. As Claire Bishop has pointed out, cinema theorists
of the 1970s (like Laura Mulvey) were “more concerned with our psychological relationship to
the content of a film than to our experience of viewing it in a cinema.”142 And as Bishop and
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others have argued in relation to film projections and dark installations, the entire environment
must be taken into account.143 Indeed, projected installations produce completely different
viewing dynamics from the often-hypnotic experience of watching movies in a conventional,
unidirectional, darkened cinema. Though Vater did screen Advice once in a film festival
(presumably in a movie theater), she otherwise showed it as a projected installation. With the
two films projected on opposite walls in a dark room, spectators had to look back and forth and
physically move about the space.144
In general, multiple channel installations a darkened gallery are more physically active
and less passive than in a movie theater. Bishop also argues that such dark installations have the
capacity to engender in the viewer an experience of bodily fragmentation, dispersed subjectivity,
and physical dissolution.145 Advice’s darkness—described by the artist as a “darkened well”—
and its spatiality—with the films projected on opposing walls and reflecting on the shiny
floors—seem to have provoked in the viewer a similar sense of disorientation.146 This is evident
in CAyC Director Jorge Glusberg’s description of its spatial and psychological effects in his
exhibition catalog essay, which I quote at length to capture a rare first-hand account of it:
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. . . The multiplicity of symbolic elements present in the work resets in one way or
another the dialectic between the permanent and the discontinuous, being and mutation,
existence in its various manifestations . . . [its essential elements are] . . . the multiplicity
of the real, and the imaginary game of infinite reflections overflow[ing] the different
physical and psychological spaces of the proposal. . . . The presence of the other in
someone and of oneself in others, constitutes the leitmotiv of the work that could be
described as transactional . . . deep reflections, inadvertent psychological effects, the
passing of time, as a catalyzation of stimuli . . . . The spectator-participant enters into
simultaneous contact with two realities: one external and one internal. This double plot,
this double processing of the work, determines the production of a new, metaphorical
sense effect.147
Glusberg implies that the films’ reflections on the floor and the multiple gazes they foster
stimulate a simultaneous sense of bodily and psychological interiority and exteriority. The
gallery’s darkness and the audio of the ticking clock probably also contributed to what Glusberg
describes as the work’s “multiform time.”148 The on-screen faces appear to look at each other,
but also out at the roving audience members who not only monitor them, but also move through
the space and look at other viewers. As such, we can imagine that spectators may have felt
anxious moving through the space, or may have experienced a sense of disorientation coupled
with multiple states of looking that intensified the effects of being the object of the gaze. Vater’s
direct visual confrontation of the camera, the consistency of her presence, and the scale of the
projection, nevertheless manage to assert an oppositional gaze that resists the objectifying power
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of the many gazes directed at her image (both those of the audience and those of the “watching”
eyes in the other film).
While some of the eyes in the second film belong to men and evoke the “male” gaze, the
overall effect of the diversity of the eyes is “the people”—or in her words, “the observer”—
implying that they represent social monitoring on a much broader scale. Vater has disclosed that
she created the film in response to the phrase “Your eyes are my mirror,” Lygia Clark’s
description of her interactive artwork Diálogo: Óculos (Dialogue: Glasses, 1968, Fig. 4.24), a
pair of mechanical goggles worn by two participants while facing each other, which limit their
visual field to an eye-to-eye exchange.149 For Vater, the main message underlying Clark’s
Diálogo: Óculos was, “the way I interact with you is a product of your way of looking at me.”150
And it is precisely this observation—that one’s public persona is shaped by how one feels when
others observe them—that Vater explores in Advice. More than merely the objectifying male
gaze, she evokes an all-seeing panoptical eye of social and even state-sponsored forms of
surveillance, which implicitly discipline the behaviors and bodies of subjects without ever
directly confronting them.151 This broader form of surveillance is just as patriarchal as the “male
gaze,” in that it controls women’s bodies, identities, and subjectivities by enforcing normative
standards to which they must conform.
A moving image self-portrait by the video artist Gabriel Borba (b. 1942) titled Me (1977,
Fig. 4.25) parallels Advice in its dynamic engagement with the complexities of the gaze.152 Like
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Vater’s film, Borba’s video (made one year later) explores private and public projections of the
self, but without foregrounding gender.153 The approximately four-minute, black-and-white
Portapak video opens as the artist’s face enters the fixed frame at a diagonal from the bottom left.
It is not immediately clear that what we are seeing on-screen is a mirror reflection until Borba
brings his hand to the mirror’s surface gripping a marker and begins to draw on it. Explicitly
evoking portraiture as an art historical genre, Borba draws a square on the glass in order to frame
the reflection of his face, taking time to draw over the lines several times to make them darker.
His eyes constantly shift back and forth as they toggle between looking at the mirror and looking
at the feedback loop on an off-screen monitor. Borba lifts his hand again to the mirror surface,
his fingers covered with a grease or liquid glue, which he then spreads onto the glass, filling in
the drawn square to slowly obscure the reflection of his framed face. We see the smeared-on
substance, encapsulated within the square and dripping at the bottom. Surrounding the outer
edges of the square are a clearer reflection of his shirt and shoulders at bottom and his hair at top.
He draws his hand back up to the mirror, this time grasping black cut-out letters, which he begins
to stick onto the surface. He carefully pastes the letters “M” and “E” onto the left side of the
square, spelling out “Me” (in English), taking time to pat and wipe them carefully with his little
finger to secure their location. After a few moments, he slowly pulls his head out from behind
the greasy square down toward the bottom left-hand corner of the screen, which we view blurrily
as it darts out of view completely. The camera holds the shot of the square with the pasted letters
for a few moments before fading to black.
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Through his initial enclosure of his face within the square frame, and eventual blocking
out of that same image through the smeared liquid, Borba invokes and then undermines
traditional forms of self-portraiture. He also attends to the ways self-portraiture manages the
circulation of the gaze between the self and the Other. According to the artist, the work is
informed by the psychoanalytic concept of the objet petit a. In Lacanian terms, the objet petit a is
the unattainable object of desire, which first appears during the Mirror Stage of a child’s
psychosocial development, an important step in its ego formation.154 Prior to the Mirror Stage,
the infant experiences itself as fragmented, but when it sees its mirror reflection, it identifies with
this specular image, wrongly believing itself to be integrated and whole (a gestalt).155 This
“primary identification” with the specular image results in the formation of the ego (moi); the
specular image gives rise to an ideal ego, the illusion of some future synthesis or unity of the
ego, which for Lacan, never arrives.156 It is in this specular image of the self that the child first
discovers “the little other”—termed a (for autre)—which is actually not an other at all “since it is
essentially coupled with the ego, in a relationship which is always reflective.”157 In other words,
“the little other” ( a ) is an “imaginary other,” merely a reflection and projection of the ego.158
This situation gives rise to the objet petit a, the object of desire which we seek in the other.159
The objet petit a is the cause of desire: not the actual real world object we desire, but the
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unlocalizable qualities we associate with that object or that we believe it contains.160 In other
words, the objet petit a is an object of desire of our psychological drives.
For Lacan, one manifestation of the objet petit a in the visual field is the “gaze,”
(regard), which is the unattainable object of desire of the scopic drive.161 Lacan initially adopted
Jean-Paul’s Sartre’s conception of the gaze as a mode of looking which enables the subject to
realize that the Other is also a subject, or as Sartre puts it: “my fundamental connection with the
Other-as-subject must be able to be referred back to my permanent possibility of being seen by
the Other.”162 Sartre implies a sense of reciprocity between seeing the Other and the Other
seeing us back. However, Lacan later altered his theorization of the gaze, seperating its meaning
from that of looking: he positioned looking as the act a subject executes with his eyes, while “the
gaze” became the object of this act, in other words, the gaze as the petit objet a of the scopic
drive.163 In this configuration, the looking eye belongs to the subject and the gaze is contained
within the object, and there is no coincidence between them.164 For Lacan, this split between the
eye and the gaze represents the splitting of the subject in the field of vision, reiterating his overall
view that there is no escape from a subject’s division and no possiblity of wholeness.165
The gaze is the thing lacking from vision, denoting either the emptiness in oneself or the
imagined substitute that fills its void.166 Lacan writes that the subject-viewer is under the
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powerful sway of the gaze, “caught, manipulated, [and] captured in the field of vision,”
ultimately disappearing himself.167 These ideas appealed to Borba (as they did to many artists in
the 1970s), because they proposed subjectivity as fractured, incomplete, and founded on
emptiness; in Borba’s words, “the path to reach one’s inner self is to escape oneself, deleting
oneself in favor of a more abstract personage, the unreachable me.” 168 The artist’s erasure of his
own image in the mirror, and his placement of the word “me” (English for moi, Lacan’s term for
ego) over the resulting blank square, invokes Lacan’s stance that there is no true authentic
inhabiting of the self, only fragmentation.
Like Advice, Me uses moving image self-portraiture to explore both private experiences
of the self and the external, public perceptions of that same subject. In Me, Borba initially invites
an objectifying gaze through the framing device of the square, but later denies the viewer this
object when he obscures his face from view, underscoring the Lacanian unattainability of the
objet petit a, the specular image. In Advice, Vater also uses moving image self-portraiture to
examine spectatorial relationships between self and other, but her approach to this theme
conforms to the Sartrean model, the idea that our capacity to view the Other as a subject is
predicated on our awareness of their capacity to look back at us. By contrast, Borba’s action of
blocking out his mirror image is a visual metaphor for Lacan’s claim that, as the object of the
scopic drive, the gaze is unattainable. It also alludes to the non-reciprocity of looking: “You
never look at me from the place at which I see you.”169 To put it another way, when a subject
looks at an object, it is already looking back, but from a position where the subject cannot see it.
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Also unlike Borba, Vater grounds her self-portrait in gender, specifically scrutinizing
how representations of women mediate and are mediated by the gaze. In other words, Vater’s
work is less universalizing. Borba’s work presents multiple screens layered within the frame of a
single-channel video to reveal the structuring of the ego in relation to external perception;
Vater’s two-channel film installation, by contrast, expands into space, marshalling the distance
and darkness between the two projected films to underscore seeing as an embodied experience
and surveillance as visceral.170 As such, she presents her subjectivity as oppositional and the
space of the installation as a feminist counter-public sphere that resists the paternalistic gaze of
surveillance.

Conclusion
Rosalyn Deutsche has argued that Western cultures have historically imagined the
“feminine” as that which disrupts boundaries and which masculine force must therefore
contain.171 As a result, traditional art historical representations of women have envisioned the
picture plane as a closed interior delimited by boundaries that confine female figures onto which
imagined male viewers peer in from the outside.172 By contrast, Deutsche argues that feminist
systems of representation can imagine alternative images of women that position them and their
internal worlds, not contained within a frame, but exposed in the public sphere. Such feminist
representations function to defy the presumed borders between inside and outside by “troubling”
public space and insisting on the ways that the private is capable of infiltrating the public.173
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In their entanglements of private and public, the moving image performances of Geiger
and Vater discussed in this chapter exemplify the kinds of feminist representation Deutsche
describes. Geiger infiltrates the public sphere through the content of her monologues, in which
her personal opinions inform a critical and politicized discourse, and as such re-inscribe opinion
as public subjectivity. Through the circulation of her videos in local and international alternative
spaces, she disseminated her message to multiple publics. Vater also confronts the public sphere
through a double film projection in an installation format, in which real space becomes an
integral component of the work. She brings the private into the public realm by presenting
audiences with intimate and diaristic portraits of her everyday selves. In doing so—like Geiger—
she undermines normative representations of women in patriarchal Brazilian society. Their
performances update a history of self-portraiture by Brazilian women artists, which allowed
them to assert agency over their own images in order to counter traditionally passive
representations of femininity; their use of film and video allowed them to exploit temporality,
movement, and even space, to intensify their troubling of private and public as a feminist
gesture.
Geiger’s and Vater’s moving image self-portraits bring to light some of the strategies
used by Brazilian women performance-for-camera artists of the 1970s to disrupt conventional
spectatorial relationships. For instance, their double positions behind the camera (as gazing
subjects) and in front of it (as objects of the gaze) helped them to undermine the scopophilic and
surveillance tactics of authoritarian disciplinary regimes in all their imperialistic and patriarchal
guises. Both artists harness the feminist oppositional gaze as an everyday gesture of
disobedience, in which, as bell hooks explains, “[they] can both interrogate the Other, but also
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look back, and at one another, naming what [they] see.”174 Though socio-political circumstances
may have limited their ability to express themselves in a direct or militant manor, their
engagement of an oppositional gaze offered them a mode of covertly claiming agency and
articulating dissent. By looking back at the spectator, Geiger and Vater typify the ways Brazilian
women artists working in moving image performance created counter-discourses and counterpublic spheres for asserting their identities, needs, and agencies.
Deutsche argues that feminist representations that merge private and public are
particularly effective in the face of totalitarianism. This, she explains, is because authoritarian
regimes seek to eliminate the democratic indeterminacy of the social sphere and to foment a
sense of unity amongst “the people.”175 Feminist forms of representation combat these
totalitarian impulses by revealing the contingency, pluralism, and agonism of a democratic
(counter) public sphere. Viewed in this light, both Geiger and Vater exemplify Brazilian women
artists’ engagements with plurality and multiplicity to undermine the dictatorship’s rigid
hierarchies and disciplinary norms. They also epitomize what Marsha Meskimmon describes as
women artists’ desire to present their identities as “complex, multilayered, fragmented and
diverse.”176 Geiger presents obliquely layered critical positions and many complex sides of
herself, and Vater displays her plural identities and subjectivities. Both artists depict themselves
as messy, flawed, and genuine, therefore free of the pressure to conform—both visually and
intellectually—as modes of resisting resist paternalistic social hierarchies, rigid gender roles, and
disciplinary regimes of surveillance.
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CONCLUSION
On March 14, 2018, Marielle Franco, a city council member of the city of Rio de
Janeiro and a member of the Socialism and Liberty Party (PSOL), was in transit from an event
encouraging black women’s empowerment in a central part of the city, as a car drew up beside
hers. The unknown assailants inside it fired nine shots, assassinating Franco and killing her
driver.1 The queer Afro-Brazilian politician, feminist, human rights activist, and single mother,
who was born and raised in the Rio favela of Maré, had been very critical of the ongoing abuses
and incursions into the city’s favelas by federal security forces. A recent investigation revealed
that two members of the military police force executed her in an effort to silence her political
voice, a fact that throws into sharp relief the intersection between patriarchy and militarism and
their conflict with feminism that this dissertation has sought to unpack.
The recent developments in Brazil’s current political situation have their roots in the
1960s, when the country underwent the military coup leading to the twenty-one year dictatorship
that ended with a so-called return to democracy in 1985. Dilma Rousseff, Brazil’s first
democratically-elected woman president (2011–16) rectified some of the largely unresolved
traumas of the dictatorship. Captured, tortured, and jailed from 1970 to 1972 as a result of her
activities with left-wing and Marxist urban guerrilla groups that fought against the regime,
Rousseff is a member of the Worker’s Party (PD) and fought for women, people of color, the
poor, and the disenfranchised. Her presidential victory seemed at the time a form of poetic
justice for the abuses of the political past.
However, in 2015, during her second term, amid a cloud of multiple corruption
scandals among several high-level government officials, Rousseff’s political opponents accused
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“Marielle Franco murder: Two Rio ex-police officers held,” BCC News online, March 12, 2019.
https://www.bbc.com/news/world-latin-america-47538871.
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her of transferring funds between government budgets, an illegal act under Brazilian law.2 She
claimed this was a common practice among former presidents, but her critics maintained she was
plugging deficit gaps in the budgets of popular social programs to better her chances in the
upcoming 2014 election. She fought these allegations, but she ultimately lost and was impeached
in August 2016. Her conservative vice-president, Michel Temer of the center-right PMDB party
replaced her for two years (pr. 2016–18), effectively cancelling many of her leftist policy
advancements. The following presidential election in October 2018 witnessed the shocking rise
and ultimate election of the right-wing, pro-authoritarian ex-military officer Jair Bolsonaro, who
is openly misogynistic, homophobic, and racist. His election is a salient and foreboding example
of the ways history continually repeats itself. Many fear that the memories and lessons of the
Brazilian dictatorship are disappearing, and there is a renewed sense of urgency to understand
the roles played by women and others in challenging, undermining, and resisting the many
interrelated forms of patriarchal and authoritarian repression.
As I have argued throughout this dissertation, patriarchal power relations undergird
authoritarianism and imperialism; both systems share a reliance on paternalistic social
hierarchies and the enforcement of conservative gender roles, maintained through disciplinary
regimes of surveillance. Brazilian women artists of the 1970s and early 80s used a number of
strategies to undermine these hegemonic systems as a form of gendered resistance. By
marshalling gendered subjectivity—expressed through their attention to domesticity, beauty
standards, “feminine” masquerade, eroticism, emotion, their inner lives, and mass media and art
historical representations of women—these artists contested normative (patriarchal) gender
categories and codes of “appropriate” female behavior.
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However, given the repressive conditions of the dictatorship and these artists’ general
disavowal of explicit or militant feminism, their artistic strategies of resistance were often covert,
subtle, and oblique, rather than direct. They generally used subversion and irony rather than
blatantly combative tactics. One strategy employed by these artists and analyzed in Chapter One
is self-aggression (real or theatrical), as in Sonia Andrade’s Fio (1977, Fig. 1.8), which appears
superficially nonthreatening to those in power, but gives visibility to the pain and suffering
caused by violence, helping to cultivate a social alliance with its actual victims. Another strategy
mobilized by Brazilian women artists is “mimetic adaptation,” an artist’s exaggerated
overidentification with repressive conditions. By taking the logic of the oppressive social order
to its extreme, artists could reveal its inner contradictions. Unlike affective excess, which
mobilizes emotional intensity and physical exaggeration, mimetic adaptation requires a deadpan
delivery, almost completely absent of affect. An example is Letícia Parente’s Marca Registrada
(1975, Fig. 1.13), which presents an overidentification with the women’s labor of sewing in
order to expose the regime’s deeper ideological inconsistencies around gender and concepts of
the national.
Artists engaged affective excess, a strategy analyzed in Chapters Two and Three, to
either undermine social norms through unruliness—as in Andrade’s Feijão (1975, Fig. 2.22)—or
through intense emotive expression aimed at fostering social solidarity—as in Regina Vater’s
Fear (1975, Fig. 3.16). By contrast, in A Morte do Horror (Silêncio) (1981, Fig. 3.30), Andrade
marshals affective excess ironically (as camp), a strategy for claiming agency when positioned
within the center of hegemonic imperialism.
Chapter Two investigated the ways in which several resistance strategies arose from
antropofagia, the metaphoric ingestion, incorporation, and transformation of a repressive social
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order as way of subverting it from within. One strategy in Anna Maria Maiolino’s In-Out
(Antropofagia) (1973, Fig. 2.6) for example, is her engagement of “anthropophagic subjectivity,”
a flexible mode of subjectivation aimed at destabilizing the reified and normative forms of
identity upon which Brazil’s patriarchal social order depended. Lygia Pape’s erotic television
advertisement demonstrates another strategy: “cannibalizing” social systems. By ingesting the
language and format of advertising, Pape transforms it into something else that actually subverts
and resists its own ideologies—the exploitation of eroticism to sell products. The last strategy of
resistance, which appeared in Chapter Four, is the oppositional gaze. This is exemplified by
Anna Bella Geiger’s Declaração em retrato nº 1 (1974, Fig. 4.9) and nº 2 (1975, Fig. 4.10),
which mobilizes a confrontational mode of looking to challenge the hegemonic social order.
Together, these strategies demonstrate the many ways artists harnessed their feelings, opinions,
and experiences in order to participate in political discourse in the public sphere.
This dissertation also offers other broader overarching conclusions about Brazilian
women’s performance-for-camera and feminism. The first is that performance-for-camera
constituted a particularly apt genre for resistance because of the temporal and physical
dislocations facilitated by the moving image. While performance allowed artists to take
advantage of the power of their affective and bodily excess to resist conventional behaviors, the
use of time-based media permitted them to do so within the privacy of their homes or in other
“safe” spaces, where they could remain protected from surveillance and possible state retaliation,
and also conjure the “loaded” meanings of the domestic sphere. Unlike live performance, which
occurs in a specific space and time, mediatization allows performance to circulate in alternate
circuits, thereby protecting it and expanding it to distinct and varied audiences. Artists could
exhibit their performances-for-camera privately within their personal networks, display them on
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monitors in galleries and museums, project them in film and video festivals, or show them as
projected installations in a variety of international art spaces. These circuits facilitated artists’
virtual engagements with many different audiences and publics inside and outside of Brazil,
allowing them to communicate messages of resistance widely. Lastly, the capacity of the moving
image to alter the temporal, aural, and phenomenological experiences of these performances
(through editing, framing, speed, sound, or projection) intensified their emotional and expressive
content, giving artists greater control over their modes of self-representation.
The second larger argument is that though some Brazilian male artists created pioneering
works in performance-for-camera, Brazilian women were largely the innovators of this genre, in
part because it was so well-suited to addressing gender and the body. It was also effective for
tackling physical and spatial interiority and exteriority, themes particularly fertile in the Brazilian
cultural imaginary. Much of the literature on twentieth-century Brazilian art has acknowledged a
preoccupation among Brazilian artists with “inside and outside,” from Max Bill’s (1908–94)
flowing abstract stainless steel sculpture, Tripartite Unity (1948–49, Fig. 5.1), modeled on the
moebius band, to Lygia Clark’s Caminhando (Walking, 1964, Fig. 5.2), a proposition in which a
participant continuously cuts a strip of paper.3 Canonical art histories of Brazilian art have
attributed a shared interest in this theme among Brazilian artists—including Hélio Oiticica,
Lygia Clark, Lygia Pape, and others—to a range of sources, including antropofagia, Euclidian
geometry, psychoanalysis, and Merleau-Ponty’s phenomenology.4 Curator Heloísa Buarque de
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Hollanda has specifically suggested a feminist interpretation of the “inside and outside” trope
and its place in the Brazilian cultural imaginary. Fer her, Clark’s Caminhando (1964)
exemplifies a shift from masculine to feminine principles: Clark “took a topological figure such
as a Moebius band, which in the work of Max Bill was a fixed, hard, and immovable object . . . a
phallus, a lifeless central figure . . . [and turned it into] a living experience.”5
This dissertation also suggests another way of accounting for this Brazilian artistic
predilection for the theme of “inside and outside,” especially among women. Brazilian women
artists sought to articulate forms of public discourse that were rooted in their own inner
experiences, embodied sensations, and emotional sensibilities.6 Performance-for-camera helped
them explore the gender politics of interiority and exteriority—for example, by recording private
performances in which artists drew a parallel between repression in the domestic realm and
violence in the public sphere (Chapter One). Inside and outside were also explored through
visual modes that foregrounded areas like homes, televisions, and portraits as framed spaces of
enclosure, out of which women artists needed to break (Chapters One and Four). Television and
other mass media forms became conduits between the interior of the home and the exterior of
mass culture and public discourse (Chapter Two). Bodily interiority, exteriority, and alterity
were also placed under pressure through the trope of eating. An internal experience of gender

Body and Soul, eds. Edward Sullivan, Michael Hall, and Roberto DaMatta, exh. cat. (New York: Guggenheim
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became a source of strength, and through emotive expressions and moving image selfportraiture, artists inscribed them into exterior public discourse (Chapters Three and Four).
Lastly, this dissertation has sought to understand Brazilian feminism in the 1970s and
early 80s through the lens of visual art. While many Brazilian women artists of the 1970s did not
identify as feminists, the themes they tackled were often similar to those addressed by feminist
artists outside of Brazil. U.S. feminist media theorist Martha Gever has suggested that though
there is no single or essential feminist aesthetic, there are feminist critical terms, among them:
“conceptions of public and private spheres, the nuclear family, racial [and] national identity,
[and] consumer culture.”7 While these may not be strictly feminist issues, addressing them
necessitates taking feminist questions into account. The engagement of the above themes by
Brazilian women artists—as well as the topics of violence, imperialism, subjugation, exclusion,
and sexual objectification—demonstrate the affinities of their interests with feminist discourse.
Specifically, their sensibilities were in keeping with Brazilian feminist politics of the era, in
which the women’s struggle for liberation was subsumed within larger social liberation
movements—the struggles against the dictatorship and socio-economic imperialism.
As such, Brazilian feminism was oriented less toward women’s individual freedoms than
toward broader social emancipation, a view exemplified in a 1977 essay on “feminine” versus
feminist art by the French-Brazilian critic Sheila Leirner:
[T]here is a fundamental difference between taking a position individually . . . and
collective action, in which art serves a common cause . . . Many artists around the world
fight for individuality, just as . . . others sacrifice some authentic parts of their being for a
sense of community.8
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Martha Gever, “The Feminism Factor: Video and its Relation to Feminism,” in Illuminating Video: An
Essential Guide to Video Art, eds. Doug and Sally Jo Fifer Hall (New York: Aperture Foundation, 1990), 241.
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a ação coletiva em que a arte serve a uma causa comum. . . .Muitas artistas em todo o mundo lutam em favor da
individualidade, da mesma forma . . . outras sacrificam algumas partes autênticas de seu ser pelo senso de comunidade.”
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Exemplifying the Brazilian view, Leirner suggests that feminist art should focus on the
community rather than on the individual (which she describes as the goal of “feminine art”).9
Putting it another way more recently, artist Leonora de Barros explains that “under the protection
of the Church and left-wing organizations . . . the [Brazilian second-wave] women’s movement
had to dedicate itself to questions concerning the social body, postponing claims about the needs
of the woman’s body.”10 Many Brazilian women felt compelled to prioritize broader social
struggle above women’s specific needs. In Brazilian women’s performances-for-camera of the
1970s, women’s issues were also often overshadowed by wider social struggles.
One major exception to these generalizations in this dissertation is Parente’s Tarefa I
(Chore I, 1982, Fig. 1.14) which does directly tackle feminist issues, including women’s
domestic subjugation. In its attention to race and class hierarchies, it also encapsulates many of
the ideological contradictions that this dissertation has sought to unpack, not just those of the
regime, but also those inherent to Brazilian feminism and the various Brazilian Leftist groups as
well. Despite the Left’s general commitment to class struggle, during the 1970s it was more
focused on the anti-dictatorship fight and an economic platform focused on defending national
industry against foreign capital.11 Brazilian feminists structured their arguments for women’s
liberation through a focus on class, but like the coalition of Leftist groups of which they were a
part, they tended to ignore the roles played by race in social hierarchy and subjugation. Many
white (or light-skinned) middle-class (educated, urban) Brazilian women—feminists and non-
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feminists alike—were indifferent or neglectful to their own privilege, especially given the
repressions they experienced under the regime.
Brazilian middle-class women could pursue relatively successful careers as artists,
precisely because they often enjoyed the support of domestic servants, who were usually poor
women and/or women of color, a social system rooted in the country’s history of slavery.12
Parente is the only artist in this dissertation who used performance-for-camera to interrogate the
intersections of class and race in the social hierarchies that oppressed women generally, but also
privileged those who were light-skinned and middle- or upper-class. Though Geiger, Pape, and
Vater did address Amerindian culture through a postcolonial lens in sculptural artworks not
addressed in this dissertation, they did not directly address structural racism.13 By the period of
the abertura (1980–85), when Parente created Tarefa I, feminist politics were changing in
Brazil: the return of exiled intellectuals and increasing freedoms led to a plurality of feminist
discourses in Brazil that eventually resulted in the kind of intersectionality that Parente’s work
anticipates.
Given these observations, this dissertation has worked to counter claims in the existing
literature that “in Brazil, the question of gender [in art] was not immediately linked to traditional
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feminist concerns.”14 As I have shown, women artists of the 1970s and early 80s did address
feminist concerns, including women’s domestic roles, their sexualities and modes of
objectification, their complex subject positions and emotional lives, and their efforts to position
the personal as political. But they did so in ways that are largely unrecognizable to a
contemporary U.S. readership familiar with more militant modes of feminist art at this time.
More work needs to be done, however, parsing the differences between North American and
Latin American feminism and the art that resulted from these tendencies.
Because this study is limited in its strict scope on women’s performance-for-camera of
the 1970s and early 80s, further research is also needed on Brazilian feminist art of the 1980s to
the present in a variety of media. More scholarship must also be undertaken on the contributions
of Brazilian queer artists and artists of color, and on other contemporary artistic modes that
confront subjectivity and identity, but which transcend the limitations of identity politics, such as
essentialism and the Right’s cooptation of identity politics for exclusion and abuse.15 It is with
these future areas of research in mind that I conclude with a final section that assesses the legacy
of the Brazilian women artists discussed in this dissertation on four works by contemporary
Brazilian art since the early 2000s. As curator Berta Sichel has pointed out, artists of the 1970s
were the first in Brazilian art history to begin to interrogate gender relations and to denounce
both political and gender repression, issues that she claims continued to be relevant to later
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generations of Brazilian artists.16 The artists and artworks in this dissertation forged a path for
later performance-for-camera by women, LGBTQIA communities, and people of color in Brazil,
especially during the 1990s and 2000s when there was a marked shift in Brazilian contemporary
art toward new media and performance as well as a surge of interest in identity politics and the
body. I am not suggesting that these later artists were responding to specific works in this
dissertation, though these artists are all well known in Brazil. Rather, I argue that the earlier
artists laid the groundwork for today’s feminist and queer explorations of the body and gender
through performance for time-based media.17
Women’s social roles in Brazil, especially their representation in the mass media have
been explored by contemporary performance-for-camera. One such video is Espelho Diário
(Daily Mirror, 2001, Fig. 5.3), by Rosângela Rennó (b. 1962), created in collaboration with the
writer Alicia Duarte Penna. In this 121-minute, two-channel video projection, the artist
impersonates other women also named “Rosângela.” Taking its title from the British tabloid The
Daily Mirror, the work alludes to news articles the artist collected over a period of eight years
(from 1992 to 2000) from Brazilian newspapers that involved other women sharing her name.
Rennó organized these clippings into a collage, classified by these women’s professional status
(secretaries, maids, businesswomen, etc.), social status (mothers/housewives, widows, girlfriends
of politicians, etc.), and the reason they appeared in the news (as fugitives/criminals, victims of
rape, murder, kidnap, or assault, etc.).18 The writer Alicia Duarte Penna then interpreted these
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individuals’ stories, creating monologues based on their lives in their imagined voices. The
resulting 133 monologues comprise multiple versions of a singular “Rosângela,” whom Rennó
performs by inhabiting each character in different costuming and settings.19
Rennó encourages audiences to sympathize and identify with these different women,
despite their social status, through her emotional appeals. In this way, her work seems indebted
to Regina Vater’s previous explorations of moving image self-portraiture. In Rennó’s reperformance of others’ feelings, lived experiences, and identities, Espelho Diário evokes both
Vater’s Fear (1975, Fig. 3.16) and Tina América (1976, Fig. 4.22), although Rennó’s critical
commentary goes further, encompassing the ways in which the Brazilian mass media
essentializes women’s identities and traumas. Rennó’s evocation of the “daily diary” recalls
Vater’s diaristic documentation of her daily life and multiple selves in Advice from a Caterpillar
(1976, Fig. 4.16), as does the installation as a two-channel projection. Yet, whereas in Advice,
Vater considers her own rhythms and moods through self-portraiture, Rennó takes on the
identities of others, a strategy more similar to Vater’s approach in Fear. Ultimately, Rennó’s
work demonstrates the feminist impulse among artists working more recently to highlight
women’s continued marginalized social status in Brazil across many social stratifications and to
critique mass media representations of them, underscoring that the artists of today are far more
willing to directly confront class and social status in their work than those of the 1970s.
If women artists of the 1970s used performance-for-camera to stage and question
women’s confinement to the domestic sphere, then contemporary Brazilian women artists of the
2000s are more likely to explore themes around displacement in the current globalized
landscape. In Translado (Transfer, 2008, Fig. 5.4), an eight-minute video performance by the
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Brazil-based Sara Ramo (b. 1975, Spain), the artist depicts herself in an empty domestic space
kneeling before a suitcase on the floor. After opening its lid, she slowly and methodically
removes innumerable household items from the seemingly bottomless piece of luggage (like
Mary Poppins’s carpet bag), until a home’s worth of objects have accumulated around her—
including, but not limited to a lamp, a boom box, a vacuum cleaner, a fan, a rug, and crates. She
then clambers inside the suitcase, closes the lid, and disappears.
In Translado, Ramo adopts mimetic adaptation to take moving or migration to its
extreme, raising questions around contemporary artists as cultural and geographical nomads who
may move freely throughout public spaces and spheres, but long for a sense of home. It recalls
Andrade’s Untitled (Gaiolas) (1977, Fig. 1.10), in which the artist attempts to squeeze her body
parts inside birdcages of various sizes, but if Andrade’s limbs do not fully fit inside the small
enclosures, then Ramo’s suitcase becomes a boundless pit inside of which her whole body
absconds. Andrade’s miniature cages limit and impede her freedom of movement, effectively
keeping her “stuck” within the domestic realm, while Ramo is mobile and “flees” through her
suitcase, exchanging her body for her “stuff” that she leaves behind. In Ramo’s implication that
the ways that accumulated household items can stand in for our bodies or can define our
identities, her work also brings to mind Leticia Parente’s Eu Armário de mim (1975, Fig. 1.12),
in which the artist’s taxonomies of household objects piled up in her closet seem to be ciphers of
the self. Ramo, however, can escape by transferring her own body for the “bodies” of her
household objects, a swap that is not possible in Parente’s work, which conveys a sense of
interminable entrapment.20
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Like their forerunners, Brazilian women artists of the 2000s also employ performancefor-camera to explore horror and fear in the face of state-sponsored violence. Clarisse Tarran’s
(b. 1968) four-minute video performance Me Desculpe (Forgive Me, 2004, Fig. 5.5), shows the
artist positioning her own nude body in a concrete cell, with her head wrapped up by a black
cloth, so that her identity is obscured and she is deprived of sight. In the beginning of the video,
she kneels on her knees and pushes against the wall in an attempt to stand. She then moves
around the space, making futile attempts to escape. Tarran created the work during the height of
the Iraq War, and she has explained that it emerged as a reflection on the images of the infamous
Abu Ghraib prisoner abuse scandal of 2003, which reminded her of historical images of
imprisonment and torture from the Brazilian dictatorship, giving rise to an exploration of the
many parallels she saw between the two contexts.21
Tarran engages theatrical self-aggression to give visibility to and thus connect with
victims of state-sponsored violence and trauma. Her use of video performance also seems to
specifically reference the “othering” effect of contemporary surveillance, such as the closedcircuit security cameras used in prisons. Like Vater’s Fear (1975, Fig. 3.16), Tarran uses the
experiences of torture and abuse in one place and time (Buenos Aires in Vater’s case, Abu
Ghraib in Tarran’s), as a cipher for her own feelings about the violence during another context
(the Brazilian dictatorship). A further revealing point of comparison is the literal depiction of
being imprisoned and blindfolded. Unlike Anna Maria Maiolino’s, Y (1974, Fig. 3.13), however,
Tarran offers no redemption or resolution. Instead, she marshals her own nudity to underscore
the links between state violence and gender, and to critique the enduring persistence of statesponsored forms of abuse. Brazilian feminist artists working since the 2000s have been more
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https://www.clarissetarran.com/performance.

283

willing than their predecessors to engage in what performance historian Rebecca Schneider has
termed “the explicit body” (frank nudity, violence, and abjection), in feminist performance art as
a strategy of resistance.22
Contemporary Brazilian performance-for-camera artists also address the complexities
of subjectivation more directly than women artists of the 1970s through an intersectional
embrace of race and ethnicity, non-binary gender, and hybrid cultural forms. This approach is
evident in the collaborations between the Recife-based duo, Bárbara Wagner (b. 1980) and
Benjamin de Búrca (b. 1975, Germany), and Brazilian queer communities of color. Exploring
what they call the “popular body,” Wagner’s and Búrca’s videos examine Afro-Brazilian, queer,
and poor identities through popular dance. In Faz que vai (Set to Go, 2015, Fig. 5.6), an
approximately 12-minute color video, various queer people of color perform a Brazilian dance
style known as “frevo” in different impoverished locales. Frevo is a traditional Afro-Brazilian
Carnaval dance style of the Pernambuco region of Brazil. Some of these subjects perform in full
Carnaval regalia, and others in partial drag or in street clothes. All of them mix frevo with other
pop dance styles, including funk, electro, vogue, and “swingueira” (a hybrid music and dance
style from Bahia, containing elements of Reggae, Samba, Pagode, Axé, and Merengue).
The Pernambuco state promotes frevo as a “pure,” and thus fixed local cultural style
mainly for branding the region for tourism. By contrast, Wagner’s and Búrca’s work challenges
these normalizing standards which reify racial, gender, and sexual identifications by presenting
performers who blend identity and cultural categories, including folklore, popular, and mass
culture.23 Like Sonia Andrade’s A Morte do Horror (Silêncio) (1981, Fig. 3.30), these frevo
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dancers marshal affective excess and camp and borrow from various pop cultural forms to create
a hybrid dance style. In this way, they epitomize José Esteban Muñoz’s concept of
“disidentification,” which he describes as the ways subaltern subjects, especially queers of color,
situate themselves both within and against the hegemonic cultural discourses with which they are
supposed to identify, creating their own artistic forms that adopt from both the mainstream and
the marginal.24
Brazilian women artists of the 1970s and early 80s laid the groundwork for these younger
artists’ engagement with gender, identity, and representations of the body, building upon the
older generation’s explorations of gender as unfixed and fluid. Contemporary artists have
continued to develop these interrogations of subjectivation through more complex and nuanced
approaches that embrace intersectionality, singularity, and assemblage.25 While many of the
artists of the 1970s generation refuted a “feminist” position, women and LGBTQIA artists of
today explicitly embrace it, or rather multiple feminisms, as well as complex artistic strategies
that overlap with queer and trans, anti-racist, decolonizing, class-conscious, and body-positive
approaches. The 1970s generation pioneered the use of performance-for-camera to explore
embodied experience through time-based media in order to foreground a gendered resistance to
patriarchal power, making it possible for the complex array of politicized performance-forcamera in the Brazilian cultural panorama today.
The contemporary Brazilian artist Maria Thereza Alves has suggested that while politics
is a set of specific strategies used to achieve identifiable goals, activist art is a process of
24
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questioning.26 In my view, this is a productive way of thinking about art’s potential to resist
oppressive hegemonies, and one that has informed my approach in this study. As I have
suggested throughout this dissertation, questioning the status quo is a form of resistance, because
it has the ability to undermine and subvert dominant hegemonies, even if in small ways. Through
their embodied and recorded performances, Brazilian women artists of the 1970s questioned
norms and values around gender and identity enforced by the Brazilian dictatorship, the related
forces of U.S. social and economic imperialism, and the Brazilian mass media (complicit with
both). Brazilian artists working in today’s post-Marielle, post-Dilma Brazil are facing many of
the same social challenges and oppressions as artists in the 1970s and early 80s. At the root of
these social ills is patriarchy and the related systems of economic imperialism and racial
inequality. The questions this project raises could not be more urgent considering the current
political crisis in Brazil, and its parallels with the United States under the Trump administration.
This study seeks to resonate with the global #MeToo movement, the latest feminist wave to fight
the ongoing gender-based abuse rampant in political and private-sector institutions across the
Americas. By examining the strategies of resistance Brazilian women artists have employed, we
might better understand the central role artists play in mobilizing dissent everywhere.
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APPENDIX 1
Transcription of un-edited audio of Fear, recorded August 1975 by Vater
Transcription by Mariana Bugallo
Edited and corrected by María-Laura Steverlynck
--Persona 1 (hombre):
Respuesta: El miedo es una cosa muy subjetiva. Se puede afrontar por muchos lados ¿no? El
miedo a qué. No, no, no, si yo no tengo miedo.
Pregunta: ¿No tienes miedo?
R: Fue una broma. Fue una broma. El miedo es una cosa real que existe. Claro el miedo puede
comenzar por el miedo a ti mismo, el miedo a la sociedad en donde vives, puedes tener miedo a
los que te gobiernan, miedo a los que no te gobiernan.
Yo soy chileno (inaudible) yo estoy de paso acá y no quiero tener problemas con nada.
P: No, no (inaudible)
R: Bueno, no, yo puedo terminar la conversación ahora mismo, puedo ser muy amigo de ustedes
y puedo abrirme con ustedes como persona pero que ustedes van a hacer público algo que yo no
tengo por qué…
P (hombre): Claro no, no (inaudible)
R: ¿Están grabando en este momento?
R: Sí, sí, sobre eso te puedo hablar. Yo creo que Argentina vive una crisis. Una crisis muy fuerte
y el miedo es parte de aquello ¿no? Porque las cosas no están bien.
El miedo es subjetivo ¿no? Es de cada uno. Ahora yo no sé de qué manera se puede expresar en
forma masiva. No sé. No sé si tú sabes. Puede que haya más miedo (inaudible) que hayas vivido
más miedo en un momento dado en Vietnam ¿No es cierto? O en Biafra ¿ya? Pero ahora Chile,
Argentina, los dos países están en crisis. Porque cualquiera puede tener miedo ¿ves tu? Puede
tener miedo y el país estar muy bien. Por otras razones, por razones subjetivas. Le tengo miedo a
la soledad (risas).
(inaudible)
---

287

Persona 2 (hombre):
R: Vivir con miedo es que yo siendo una persona (inaudible) pueda quedarme sin trabajo. Lo
cual tampoco no me da miedo. Pero es un problema. (inaudible) es un problema acá en la
Argentina como se llama, porque flota un miedo indefinido. Miedo a no se sabe qué, todo está
mal (inaudible). La incertidumbre. Es un miedo a la incertidumbre. Qué pasará. No se sabe.
Usted pone confianza en un gobierno, o algo así y de pronto ve que los hombres (inaudible).
Entonces usted pone fe en otro y el otro hace lo mismo.
El problema es mundial (inaudible) en el mundo hay un cambio muy grande y hay que saberse
adaptar. Pero si a usted le prometen un cambio y usted ve que cuando lo acepta se cambia
(inaudible) se sacrifica (inaudible, va a hacer las cosas al revés. Hay un miedo a no se qué.
Podría definirse así.
--Persona 3 (mujer):
P: ¿de qué puedes sentir miedo?
R: La muerte (inaudible y qué se yo de mi mamá) De la policía qué se yo (risas).
--Persona 4 (mujer):
R: El miedo, miedo al miedo. Mire, del miedo les puedo… lo más, para mí lo más gráfico sobre
el miedo es una película que vi una vez. Un castillo en Londres, por supuesto, que estaba
habitado por fantasmas, entonces nadie quería habitarlo. Hasta que una familia muy necesitada…
ay espere que me arregle un poquito (risas), ay ay espere que escondo el vestido porque sino voy
a parecer (inaudible) Ama de casa. ¡No! Espere, espere, no me saque con el vestido por favor
(inaudible) Miedo al miedo… ah eso… entonces nadie quería habitarlo, por supuesto. Hasta que
una familia muy indigente, con muchos chicos, dijeron “qué miedo… fantasmas, qué fantasmas,
no debe haber nada”. Entonces lo alquilaron por un precio… por un precio irrisorio. Entonces,
por supuesto, se mudaron tranquilamente con los pocos y petates que tenían, se fueron a vivir. La
verdad que la primera noche fue… ¡tremenda! Cadenas, suben y bajan, las escaleras crujían, los
muebles se desplazaban. ¡Un bochinche! Un terremoto ahí adentro. Los chicos felices. Y los
padres asustadísimos ¿no? Y por ahí se juntaban todos en un rellano y una de pasar fantasmas
con sábanas blancas, clásico fantasma de la sabanita. Se han pegado un sustazo como… por
supuesto ¿no? (inaudible) y se fueron a dormir porque en un momento dado cesó el bochinche.
Bueno la cuestión es que no tenían donde ir a vivir. Había que vivir ahí, con fantasmas o sin
fantasmas. No sabían cómo resolver ese problema. Los chicos se reían estaban un poco también
asustados, entonces decidieron una cosa. Dijeron nosotros tenemos que seguir viviendo acá
porque no tenemos dónde estar. Y decidieron a su vez, todos ellos a la noche siguiente
(inaudible) y vestirse de fantasmas. Cuando los fantasmas aparecieron y los vieron a estos otros

288

fantasmas se pegaron un susto tan grande que desalojaron la casa y desaparecieron y nadie supo
más nada de ellos. El miedo al miedo se combate, atacando, en esa forma ¿no? Sustituyendo, o
tomando la persona que te está asustando, en una palabra. Eso es lo mejor… a los chicos se los
cuento siempre. Lo que son los miedos, miedos, sin razón en realidad.
No, no, creo que siempre hubo miedo. Yo creo que es una cuestión de psicosis eso del temor.
Debe ser una cosa enfermiza digamos.
--Persona 5 (hombre):
R: Claro, bueno, el único miedo debe ser, mejor dicho, lo ridículo ¿no? O sea, de… que siempre
que hablo, muchas veces estoy con el tema… o sea que estoy pendiente de que a lo mejor si me
expreso o no a veces y ese es (inaudible). Claro que muchas veces pasan casos que uno tampoco
puede confiar o anda a veces también intranquilo porque uno no puede tener mucha confianza
(inaudible).
--Persona 6 (hombre):
R: ¿Qué solución le damos al miedo? Al miedo que están viviendo todos, que estamos viviendo
todos. ¿Cuál es la solución? Te soy sincero eh, te soy sincero. Yo le tengo mucho miedo al
funcionalismo, este funcionalismo puro ¿no? Yo le tengo mucho miedo al funcionalismo porque
no aporta nada concreto.
El miedo es la (inaudible discapacidad) … el miedo es todos los problemas económicos, el
miedo es el aumento de transporte también. Por decir un miedito ¿no? Y bueno, los miedos
grandes es el porvenir. (inaudible) un montón de gente que realmente le tiene miedo a mañana.
Tiene miedo a levantarse mañana y no tener un plato de sopa y no es un chiste, no es chiste.
Porque vos acá te quedas sin trabajo y ya empezás a tener miedo y vos tenés trabajo y también
seguís teniendo miedo. Pero porque vos… te vuelvo a decir lo que te dije antes, el miedo que yo
tengo es al porvenir. Si se puede decir miedo, yo no soy miedoso, no soy de tener miedo. Por eso
que soy bastante inconsciente porque no soy un tipo de tener miedo. Sobre todo, miedo… tengo
los miedos lógicos. Entonces yo no me tiraría de ahí arriba porque me da miedo. Pero hay otros
miedos de los cuales, a los cuales no les tengo, miedo así a una serie de compromisos. Pero no,
no los tengo. Pero de todos modos pienso que sí. Que por allá, mirá, por allá, hay un montón de
gente que en estos momentos no sabe mañana qué le va a pasar y están llenos de miedo. Bueno
ahora hay realmente miedo, antes no sé si había miedo, ahora hay realmente miedo.
P: Pero a través de qué.
R: A través de todo. A través de la atmosfera misma. A través de la papa que ahora aumentó de
nuevo ¿no?
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¿Si veo la salida? Sí yo la veo… me la reservo.
--Persona 7 (hombre):
R: Cuando River pierde puntos de ventaja y cuando… cuando hay (inaudible ¿sombra?)
--Persona 8 (hombre):
R: ¿Miedo? Miedo cuando no estás seguro de lo que estás haciendo. No sé. Miedo podés tener
cuando hacés algo que sabés que no lo tenés que hacer. Qué se yo, no sé, es algo… El miedo es
una cosa… viste que… muy interna… no sé cómo explicartela. El miedo al ladrón… no sé a qué
se le puede llamar ladrón también ¿viste? Muchas veces ladrón es el que tenés al lado, ladrón es
que te entra en tu casa, ladrón es el que te está vigilando. Es relativo eso ¿no? Pero
principalmente no, yo no diría miedo sino precaución. Viste, precaución a la gente nada más, al
ser humano. Como somos seres humanos tenemos fallas. Miedo a Dios, que no lo conozco.
Miedo a algo que no conozco. Miedo le puedo tener a un perro que está parado viste, que no
sabés lo que va a hacer. Pero al hombre no sé. Viste es medio relativo tener miedo al hombre.
Porque si pensamos bien… qué fulero podría ser ¿no? Tenerle miedo al hombre, al único ser
viviente de la tierra, ser pensante de la tierra. No sé pero… en sí miedo al hombre yo no creo que
hay. Yo, por lo menos, miedo al hombre no le tengo. Yo le tengo miedo a lo que no conozco,
miedo a lo que realmente no sé lo que va a pasar. Yo creo que la gente tiene miedo. Tiene miedo
porque no sabe lo que es el miedo. O porque se infunda algo viste… o porque no lo razona al
miedo. Porque no razona lo que hace viste. En la medida que vos te pongas a pensar: sí, yo en
este momento estoy sentado acá leyendo un diario viste… Yo sé que no lo tengo que hacer viste.
Porque a mí, pasa uno de estos que tienen las tiras acá y me ve mirando, leyendo el diario viste,
me baja la caña. Pero yo no le puedo tener miedo porque es una cosa que… en este momento a
mí se me antojó leer el diario acá, me vine y me senté acá a leer el diario. Viste. Y me atengo a lo
que me pueda pasar. Si llega a pasar, me va a meter en cana me va a hacer cualquier cosa y yo
me tengo que aguantar porque yo me lo busqué. Porque por ejemplo, si vos me decís, sí yo voy a
matar a aquel hombre, yo no lo conozco yo digo: si no le tengo miedo a Dios no lo mato, lo mato
directamente ¿no? Pero yo digo, la flauta, yo voy a matar un tipo viste que no sé quién es,
primero, primero no sé quién es. Y otra que… no sé si aquel me va a juzgar o no, el de arriba me
va a juzgar o no. Ahí en ese caso sí, yo le tendría miedo, no haría eso por miedo a Dios.
Principalmente por miedo a Dios. Un algo que me llegue a mí… viste… en profundidad. Ahora
si por ahí tengo que matar un tipo que sé que es un hijo de su… si lo tengo que hacer, qué se
yo… a lo mejor lo hago.
--Persona 9 (hombre):
R: Miedo tenemos todos. A qué, a que el miedo a todo. Yo, a estar solo. Estar con el miedo
proprio.
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--Persona 10 (hombre)
R: Lo más común es a la muerte creo yo. Así de todos. El más importante es a estar solo. Creo no
cierto… es el que uno no está bien con uno mismo viste. Entonces cuando estoy mal yo, estoy
peor si estoy solo. Y bueno o sea, cada uno está con el miedo… ¿cómo diríamos? Propio viste. O
sea a tal cosa o a tal otra. Sí, ¿acá en la Argentina? Sí, ahora más todavía. Andar por la calle
nomás es un miedo. No sé un tiro, una bomba, qué sé yo. Es cierto eso o sea, a pesar viste que no
estés en ninguna cosa rara, no cierto, igual, eso creo que es un miedo grande. Y más a la gente
grande. (inaudible)
Mirá yo pienso que el miedo, que es una cosa así… un poco inquietante viste, o sea que lo tienen
todas las personas. También puede ser un tipo de ayuda. En la parte, por ejemplo, si una persona
no tuviera miedo en sí misma no correría muchos riesgos. Por ejemplo, el de cruzar la calle con
el semáforo en rojo viste la precaución esa que te pise un coche. Es un ejemplo. No sé, es un
significado viste muy común últimamente. Puede ser que le tenga un poco de miedo a la noche.
En el sentido de estar solo. Hablar con otra persona, por ejemplo, que no conocés. Tenés un poco
de rechazo viste, a no tener un contacto mutuo y al no conocerte demasiado entonces decís un
poco de miedo porque no la conocés muy bien a esa persona.
Bueno, mirá últimamente Argentina tiene un poco de miedo. Mirá pienso que la gente de buena
posición, más.
--Persona 11 (hombre):
R: No siento miedo, no, no. Nunca sentí miedo. Sentía miedo de chico, sí. Pero ahora no, de
grande… vine acá a Buenos Aires, no. Ahora cuando estaba de chico sentía miedo qué se yo… a
animales o a muchas cosas que pasaban en el campo ¿no? No siento miedo yo porque es
(inaudible) una persona más grande que yo que es mayor que yo y le puedo pegar una trompada
darle un cuchillo, un revolver, le pego un tiro. Si, no, no, por eso no siento miedo, no tengo
miedo yo. Hay gente, hay gente que le digo, sí tiene miedo, hay mucha gente que tiene miedo.
Pero esto… Hay gente que va por la calle y tiene miedo que le pasen algunas cosas, una chica
que le pase algo, ¿vio? Y otra que no tiene miedo. Yo tengo mi hija que ella estudia de noche y
ella nunca tiene miedo.
--Persona 12 (mujer):
R: Sí, lógico porque sin miedo no se podría vivir. Yo creo que es algo del… que también parte
de lo humano ¿no? Si no no sería humano si no tendrían miedo.
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P: ¿De qué hay más miedo?
R: De uno mismo
P: ¿Pero, la gente y uno mismo no existía antes también?
R: Hay más desarrollo, más desarrollación.
P: Más avance.
R: Más avance.
P: ¿Y eso da miedo?
R: Sí en ciertas partes sí.
P: ¿Cuál les parece que es el miedo principal, por ejemplo, de los argentinos ahora?
R: El hambre, para mí, no sé para ellas.
P: Miedo a tener hambre.
R: Miedo a tener hambre. Yo creo que eso va a llegar ¿no? Porque está escrito en la biblia ¿no?
Que el hambre acá va a llegar. Creo que está llegando (risas).
--Persona 13 (hombre)
R: No se lo puedo decir porque el miedo nunca lo sentí señor.
P: Nunca sintió miedo.
R: Entonces hay que sentirlo el miedo para explicarseló ¿no cierto? Miedo nunca sentí. Estuve
varias veces al punto de la muerte… naufragar y qué se yo pero nunca sentí miedo. Siempre me
entregué al señor, a Dios. Soy creyente. Pero miedo yo nunca sentí. Tengo 70 años, pude haber
sentido algún día alguna emoción, pero miedo no.
P: ¿Y la gente? O sea todo el resto de la gente ¿a usted le parece que siente mucho miedo?
R: Siente miedo.
P: ¿De qué fundamentalmente?
R: Está atemorizada, bueno, por muchas circunstancias. Por la vida, situaciones apremiantes
(inaudible) ¿entiende? Preocupada, tiene miedo de que no… no sé cómo explicarme. Siente un
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pavor. Principalmente en ese momento que la gente está atemorizada, está… dice quién sabe lo
que va a pasar lo que no va a pasar… no va a pasar nada. Va a pasar como siempre. Yo soy
argentino, acá… La historia nuestra refleja situaciones mucho peores que esta. No, no podemos
sentir tan angustiados, creo yo, no sé. Esa es una forma de tener miedo también de la gente,
despavorida. Es una forma de miedo. Miedo se puede representar(inaudible) las circunstancias,
espontáneamente ¿entiende? Viene uno ahora a mí, y viene y, porque a mí ya me pasó también
en esta plaza a mí, venir dos tipos y atracarme. Eso es sentir miedo también. Pero hay personas
que sienten miedo que se atemorizan en su momento. Pero yo mantuve la serenidad. Yo mantuve
la serenidad. Otros no.
P: Le parece que hay más miedo ahora del que había antes. Acá en Argentina, por ejemplo.
R: No miedos, si la gente tiene miedo, dice “hoy vale tanto esto, mañana vale tanto aquello”
¿entiende? Está… vivimos en una situación intranquila. Y tiene motivos también ¿no? Yo
comprendo que hay motivos. Porque esto se (inaudible) usted sabe, muchas cosas, en
desocupación, miseria en fin… desorientación del individuo pero después… yo no creo que es
para tener tanto miedo. Yo tengo fe en mi país. (inaudible) Tenemos muchos recursos pero no los
empleamos o los empleamos mal. Porque acá hay cerebros, pero que están ocultos. Permanecen
en el anonimato ¿entiende? Por ejemplo, me refiero a los ministros de economía, a toda gente
que han puesto… para mí no sabían un cobre de economía. Porque para manejar la economía de
un país necesitan un poquito de preparación. No quiero despreciarlos, han tenido voluntad a lo
mejor, todo, pero nos han llevado a este caos, porque esto es un caos. Un hombre que está solo,
una familia que está sola en una casa de campo, siempre está teniendo miedo de que lo asalten
(inaudible) puede pasar. “No vino fulano, ¿qué le pasó?” Y esa es una forma de tener miedo
¿entiende? Que le ha pasado un accidente y espera y mira el reloj y no vino, quedó de venir a
cenar y no viene y la mujer y los hijos esperándolo. Y eso, esa forma (inaudible) miedo. Se
representa de muchas formas el miedo.
--Persona 14 (hombre)
R: Siento miedo a no sé a la inestabilidad en este país. Y a llegar a viejo y romperse toda la vida
trabajando para nada. Sí en este momento pienso que hay un miedo así a la seguridad física de
que uno no tiene garantía en ningún lugar.
--Persona 15 (hombre)
R: Yo pienso que como ahora, que nunca… una situación así de… que no hay garantías en
ningún lugar. Que uno puede morir en cualquier esquina y no precisamente porque la pisó un
coche.
---
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Persona 16 (mujer)
R: No sé, mirá, yo soy chica y en estos momentos mi temor es que yo pueda tener… no sé… no
llegar a lo que yo quiero, por ejemplo, es un temor mío. Un miedo.
--Persona 17 (hombre)
R: El miedo que uno palpa así de la gente es económico. Superficial, los miedos superficial.
Creo. No, no, que si vas a (inaudible) el banco vas a encontrar miedo y si venís un sábado acá
vas a encontrar miedo y si buscás en una persona conflictuada y si entrás al subte vas a encontrar
miedo y si entrás… allá, acá y un montón de lados vas a encontrar miedo. Es jodido ese miedo.
Porque a veces uno, cuántas veces tiene miedo de decir “a ver qué soy lo que soy adentro”. Uno
escapa en alguna chica o se escapa en un grupo, o se escapa…
--Persona 18 (mujer)
R: [in English] I think most people like security. They like the predictable world.
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APPENDIX 2
Unpublished English translation and transcription by Vater of audio of Fear
Transcription of a photocopy of a type-written text (with some handwritten labeling and
correction) by Gillian Sneed
Source: Artist file: miscellaneous uncatalogued, Vater, Regina (MoMA offsite Artist Files),
300193140
(p. 1)
Miedo (Fear)
Work realized in Buenos Aires, 1975. Video-tape where the artist makes use of her own
face as a support to register all the fear semblances that her visage can give, a work developed
with the background sound of enterviews [sic] achieved in San Martin’s Plaza with people of
different age, social and intellectual levels about the meaning of fear.
(p. 2)
Foto 1
. . . [illegible] . . .
Fear of the society in which one lives
Fear of the ones who govern you
Fear of the one who don’t govern you
Don’t take pictures1 Don’t take picture of me! I am Chilean
Stop the tape recorder, stop it
I don’t want to make public something that …
Ah! About this I can talk to you
Argentina is living through a very strong crisis and fear is a part of it.
Things aren’t very well here…
Fear is subjective, belongs to each one. I don’t know how one can express it totally
It could be that there was bigger fear at a given moment in Vietnam or Biafra
I’m afraid of being alone.
Foto 2
6
Greater than fear is uncertainty.
I’m an old person and I’m afraid of losing my job.
This is the problem here in Argentina.
There is a floating fear, a fear of I don’t know what…
What’s going to happen!
You can trust in a government and all of a sudden

295

you see that the men who form it fail,
don’t change, then you put faith in other ones
and they do the same
---------o--------Foto 3
Fear of death…of the police
That everything goes to hell…
Foto 4
7
The most graphic picture of fear is a film I saw once.
A castle in London of course ,which was inhabited by ghosts.
So, nobody wanted to live there until a very poor family
with many children said: Fear what? Ghosts? What ghosts?
There probably were none, so they rented the house for
an absurd price. It wasn’t worth anything…
…Don’t take my picture. Wait until I arrange myself a little bit
Don’t take it with the package (in my hand)…wait until
I hide it. I’m not an intellectual, I’m a housewife…
…and they went to live there. Th truth is that the first
night was tremendous, chains clanging up and down, the stairways
running, furniture moving, confusing, an earthquake!
The children happy and the parents terrified.
But they had to live there, ghosts or no ghosts
So the children decided to disguise as ghosts.
And when the ghosts appeared and saw them, they (the ghosts)
were terribly frightened that they left the house and nobody
ever heard anything of them anymore
---------o--------The fear of fear should be fought in this way
… [illegible]…
(p. 3)
Sin Foto 5
What’s the solution to fear?
The fear that unites all of us
What’s the answer?
I am truthful. I’m afraid of government bureaucracy, this bureaucracy makes nothing concrete.

296

Fear is solitude
Fear is boredom
All the economic problems, these are little fears,
The big fear is the future
I see a way out…but I keep it for myself…
---------o--------Foto 6
2
Fear of the ridiculous
I work in a restaurant, I work as a waiter in a restaurant, I live in…
One can’t trust people either.
---------o--------Foto 7
I’m afraid when my soccer team loses
and when there are shadows
Foto 8
Fear is when you’re not sure what you’re doing.
Fear is something very internal
Fear of God that you don’t know; if he exists or
doesn’t exist I don’t know, I live in a world where
one has to accept him.
If for example, I’m going to kill someone,
I don’t know if the one above is going to judge me or not,
If I’m afraid of god I won’t kill him.
I wouldn’t do it out of fear of God.
But if I know I have to kill a son-of-a-bitch,
If I have to do it, I’d better do it.
---------o--------Foto 9
I’m afraid of being alone in the darkness
Fear of death
Of not being well with oneself
Each one has his own fears
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Foto 10
9
Fear is something that’s a bit disquieting
but it could also be of some help
Look, it could be that you’re afraid at night in the sense of being alone.
Lately in Argentina one has some fear, meanly, I think, well-to-do people.
Foto 11
No, I don’t feel afraid. I never have.
As a child, yes, I was afraid.
Now in Buenos Aires, no.
When I was little I was afraid, afraid of animals, of many things that happen in the country
Now if I meet a person bigger than me and I …[illegible]…
I’ll get a knife …[illegible]…
(p. 4)
Foto 12
8
Nobody could live without fear, it’s a part of being human.
Otherwise, it wouldn’t be human
Now there’s more fear than before…
There’s more development…
Fear of being hungry,
It think this will arrive
because it’s written in the Bible that hunger comes
and I believe it’s coming…has already arrived…
---------o--------Foto 13
I’ve never been afraid myself and to explain it
one has to have felt it.
I don’t think it’s necessary to be so afraid.
I have faith in my country.
We have so many riches, we don’t use them or we don’t use them well.
Because we have brains here but they are hidden, are anonymous, do you understand?
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Foto 14
1
I’m afraid of the instability of this country,
Of getting old spending my whole life working for nothing.
At the present time I think that there’s fear for one’s Physical security
Nobody feels safe anywhere.
You are afraid of dying on any street corner,
Not necessarily because you get run over by a car.
---------o--------Foto 15
I’m a young girl and what I’m afraid of is not getting
what I want. Fear, not fright…
---------o--------Foto 16
Hell, I believe in hell.
The main fear now is economic, the fear that we
feel in our guts is an economic one.
Superficial fears…
If you go to a certain bank you’ll find fear
If you come here any Saturday you find fear
If you find an afflicted person you’ll find fear…
If you go into the subway you find fear
If you enter a church you find fear
Fear sometimes of saying
Who I am, what I am inside.
Foto 17
I’m afraid of instability
A lot of fear of instability
I think most people would like a predictable world.
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